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4Abstract
The current fashion textiles industry is based on an outdated, exploitative system 
that encourages fast consumption, generates huge amounts of textile waste, creates 
toxic impacts to ecosystems and causes significant social impacts to production 
workers. The move towards a more sustainable industry is a complex challenge and 
will be based on circular and social systems that prioritise values, collaboration and 
empathy for the environment and all stakeholders.
This research defines the move towards a more sustainable fashion textiles industry 
as a transition that operates across environmental, social, and human domains. 
At the human level, the transition is an emergent process that involves both ‘inner’ 
and ‘outer’ dimensions (Maiteny & Reed 1988). For fashion textile designers, this 
process will demand new ways to practice and engage with the sustainability agenda, 
including the ‘outer’ dimensions of better materials or more ethical production 
models; and the ‘inner’, reflective dimensions of values and the self.
This research proposes new roles for designers in these transitionary contexts, 
through craft-based fashion textile design practice. The practice projects presented 
in the thesis demonstrate three new roles that evolve through the sustainable design 
continuum to the highest level of Design for Social Equity (Manzini & Vezzoli 2008), 
where designers will support all stakeholders towards systemic, sustainable change. 
The practice projects reveal a collaborative and inter-disciplinary approach to fashion 
textile design practice in industry, local communities and the global supply chain. 
The research draws on a range of literature from sustainability theory, design/craft 
thinking, and psychology. The mixed methodology includes an action–research phase 
of collaborative practice projects, facilitation of workshops with designers in industry, 
and a reflective phase of textile making and writing.
A model for the Transitionary Textile Designer is presented as a final outcome. In 
order for fashion textile designers to practice in transitionary contexts ‘beyond the 
swatch’, the research presents new methods and tools to connect individual values to 
social values inherent in the transition towards sustainability.
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Preface 
This research journey begins in a crowded indoor market in Brixton, South London. 
I am standing at a table in one of the empty shops, dressed in a favourite vintage 
dress made of grey and dusty pink woven fabric. There are four children around ten 
years old, all sitting at the table with me.  Surrounding us on the table is a selection 
of textiles and fabrics, some from my personal ‘textile stash’, and the tools from 
my sewing kit – scissors, needles and thread. There is also a collection of objects 
gathered from charity shops and car-boot sales that accompany me whenever 
I facilitate a craft workshop. These act as ‘talismans’ or sacred objects and also 
provide inspiration. I had volunteered my time to teach patchwork and hand-sewing 
techniques in Brixton Market as part of the Transition Town (Hopkins 2008) art/culture 
group. This arose from my work with the textile collective bricolage, running ‘textile 
upskilling’ workshops for fashion consumers. I believed that if people were taught 
the basic skills of clothing repair and maintenance, they would become emotionally 
attached to their garments (Chapman 2005), and reduce their consuming of ‘fast 
fashion’. On this day, I was teaching the children a basic technique of using a needle 
and thread. It was delicate work, attempting to encourage their tiny fingers to thread 
a slither of cotton through the eye of a needle. However, things were not going well. 
The children ran back and forth to their mothers, becoming increasingly hyperactive 
and disinterested. 
              
I had been working with patchwork and quilting in my own practice, and was 
interested in its aesthetic and symbolic richness. I appreciated the notions of material 
resourcefulness, as well as the examples from history of how the act of quilting 
was often a communal and shared activity. To me it seemed a perfect technique 
to share with the Transition Town movement, who advocated a grass-roots and 
resourceful approach to dealing with the environmental concerns of climate change, 
peak oil and over-consumption. I was also starting to find the simple act of hand-
stitching increasingly pleasurable, and noticed it would relax me and improve my 
mood. Surrounded by my favourite objects and fabrics, I would fall into a ‘flow’ state 
(Csikzentmihaly 1991), and found great satisfaction in creating something new from 
these once-loved scraps of fabric. Yet, I couldn’t understand why these children were 
so uninterested. 
I now understand that my frustration was bringing to light a series of deeper 
questions I had been asking myself for some time. Like most sustainability initiatives, 
I sensed that the Transition Town movement, like most sustainability initiatives, 
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viewed the fashion textile system as the antithesis of sustainability. In the sustainable 
development literature, notions of sustainability are often based on diagnoses and 
assessment of resource scarcity, and there is little attention given to beauty or 
aesthetics. My hunch was that these sustainability initiatives would view the fashion 
industry as excessive, wasteful and damaging to people and the planet. Yet, we 
know that a landscape provides not only ‘ecosystems services’, but also useless 
beauty (Parodi 2014). And, as a textile designer who was trained to provide colour, 
pattern, beauty and delight to people’s lives through their clothes, I sensed that the 
sustainability movement could not value the skills and ‘designerly ways of knowing’ 
(Cross 2006) I had been trained to embody. 
At this point in my career, I had already taken a divergent path. I was born and raised 
in Sydney, Australia and my first undergraduate degree was in Broadcast Journalism. 
I worked in community arts education with indigenous Australian communities in 
Far North Australia, and in film production, before moving to London in 1998. I then 
trained as a printed fashion textile designer at Chelsea College of Arts (2003-2006) 
and was employed as a Research Assistant at TED (Textiles Environment Design) 
from 2007 to 2011. By the time of the workshops in Brixton market, I had stepped 
aside from working as a freelance designer creating swatches for industry. The lack 
of control I had over where my designs ended up, and the environmental impact they 
had, was a concern. I was exploring alternatives through my work at TED,  and on 
the development of The TEN (Earley & Politowicz 2011b), a framework of sustainable 
design strategies for fashion textile designers. 
Central to a craft-based fashion textile design practice is the cloth. Through the 
design process, the designer imbues visual, tactile and affective qualities into the 
cloth, which are experienced by the owner/customer. The cloth was the medium 
through which I was meeting human need, even if it was for merely decorative and 
delightful means. But how else could I as a crafts-based fashion textile designer meet 
and support human needs ‘beyond the cloth’? And what was my role as an activist 
and maker in supporting a sustainable fashion system?
At this time, I was also aware of new design activity emerging outside of the existing 
parameters of the capitalist, consumer system. Design theorists including Ezio 
Manzini were advocating for designers to support the transition to more sustainable 
lifestyles, defined by the term Design for Social Equity (Manzini & Vezzoli 2008). 
Designers were being encouraged to collaborate with ‘creative communities’ at the 
local level and support ‘new ideas of wellbeing’ through service and social design 
approaches (Manzini 2010a). However, there was no discussion or activity exploring 
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how these ideas would translate to a fashion textiles context. The TEN framework 
strategy 10 was suggesting fashion textile designers become ‘Design Activists, yet 
again there was little granularity on these new types of practices. 
The initial motivation for the research was therefore driven by a question I had 
about my own skills and practice as a crafts-based fashion textile designer wanting 
to operate in a Design for Social Equity context. There were no guidelines, tools or 
even theoretical understanding for a fashion textile practice that moved ‘beyond the 
cloth’ into expanded contexts of local communities and the global supply chain. From 
my experiences teaching textile craft described above, I felt I had been relegated 
to a small room teaching patchwork, while other designers were busy transforming 
communities and creating new business models. In my mind were the clichés and 
derogatory notions of fashion textile designers involved in domestic crafts and 
feminine pursuits for purely decorative purposes, with no ability to work in socially-
engaged and strategic ways. As a profession, the fashion textile designer lacks a 
voice in both the supply chain and in academia, even though we have skills and 
value to make a significant, positive impact. And as my own experience shows, the 
traditional skills of crafts-based textiles were not adequate to engage in these new 
contexts.
These initial motivations would be further transformed through the industrial context 
of the research programme that funded this research, Mistra Future Fashion. This 
research journey will demonstrate the evolution of a fashion textile design practice 
that responds to the increasingly complex contexts of local communities and global 
supply chains. 
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1.1 research Summary
This research proposes a framework for how the fashion textile designer can 
contribute to systemic change in the industry, through understanding their own self 
and inner values, in order to support others in the transition towards sustainability. 
The research aimed to investigate new practices of fashion textile designers in 
socially-engaged contexts of local communities and the supply chain. This was 
carried out through activating collaborative projects with industry partners and 
facilitating professional designers in industry. 
The framework of the Transitionary Textile Designer demonstrates three levels of 
practice that evolve through the Sustainable Design continuum - from a Sustainable 
Textile Designer, to a Design Facilitator, to the highest level of the Design Steward. 
Each level of practice evolves into more complex contexts that are outside the studio 
walls and ‘beyond the swatch’. The highest level of practice occurs in the context of 
Design for Social Equity (Manzini & Vezzoli 2008) that considers the socio-ethical 
dimensions of sustainability such as individual values, mindsets and worldviews. 
It is at this level that deep, systemic change can be achieved in the fashion textile 
industry and in research. However, in order to operate at this level, designers will 
need an understanding of their own values and the self, so they can support others in 
the transition towards sustainability. The researcher’s own practice took this journey 
over a seven-year period and this experience was utilised to develop the framework 
and set of tools. 
The research makes an original contribution to knowledge by presenting a framework 
that combines Transition theory with the Sustainable Design continuum, through 
original practice-based research. There is no other framework in the literature that 
has done this in a fashion/textile design context.
1.2 The role of Textiles and Textile Design in Dualistic Challenges
This PhD was undertaken within a particular research context that informed the 
design of the research, the subsequent methodology and the final theoretical 
framework. The project was a triangulation of three different parts – the creative 
research practice of the PhD student; an academic research context, and the 
industrial context of the Swedish fashion and textile sector. This complex triangulation 
created several challenges that can be understood by considering the many dualisms 
at play – human and industrial; fast and slow fashion; designer and garment worker; 
implicit and explicit knowledge; and left and right brain. These dualisms act in the 
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thesis as tensions or knots that ‘bind’ our understanding of the issues and create 
barriers or resistance to change at a fundamental level. This research asserts that 
textiles as a material and symbolic concept, and as a context for design practice, can 
help to challenge a tendency for binary thinking and provide creative solutions in this 
research context.
One of the most useful dualisms to consider here is the left and right brain 
hemispheres, that can be seen as distinct world-views with particular characteristics 
(McGilchrist 2009). The left-brain perceives things in parts; is only interested in utility 
and does not understand implied meaning or emotion. Whereas, the right brain 
perceives things in wholes and in relationship to the Other, understands implied 
meaning, recognises individuality, and is the seat of all emotions (except anger). The 
corpus callosum is the neural tissue that connects the two hemispheres, and acts as 
the facilitator between the two worldviews and ways of behaving. Interestingly, the 
corpus callosum has reduced in size over the last two hundred years, which has led 
to researchers suggesting there is less connectivity between the two hemispheres, 
and an imbalance towards the left-brain (McGilchrist 2009). 
In the context of the fashion textile industry, this industrial system can be seen as a 
‘left-brain’ phenomena. The system generates textiles and garments through mass 
manufacture; encourages fast consumption and generates huge amounts of textile 
waste. It has deconstructed the design and making process; devalued the human 
domains of the production worker and the consumer; prioritised speed and rapid 
change over reflection and slowness; and separated the value of healthy ecosystems 
from economic profit. As a ‘left-brain’ system, it has been unable to accommodate 
the less assertive, implicit, right-brain qualities of holism, individuality, empathy and 
connectedness. 
Equally, the Mistra Future Fashion programme (Mistra 2011) has also been following 
this ‘left-brain’ paradigm. The programme consisted of material and social science 
researchers using analytical and reductionist methods to investigate sustainability in 
the fashion textile industry. The focus was on the technical solutions to measuring 
or improving environmental impacts of industrial activity. There was no focus on the 
social or human impacts of the industry. This PhD project was bringing the ‘social 
textiles’ enquiry described in the Preface, into this industrial research context, yet 
there appeared to be no place for such an enquiry. 
This division between the technical/material and social is evident in The TEN 
frame-work. The first five strategies deal with issues such as energy, water and waste 
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impacts and then move on to socio-cultural issues such as reducing consumption 
and supporting ethical production models.  However, The TEN was based on an 
understanding that designers need to consider a holistic and systemic range of 
strategies in order to create lasting change. So, by failing to account for the ethical/
social issues, the Mistra Future Fashion programme was unable to accommodate 
this multi-dimensional approach. The missing ‘social’ issues were eventually 
addressed in the third year of the project, through an additional collaborative project 
utilising additional funding from the ‘Strategic Reserve’ pot, investigating production 
issues in China, between Project 1 (Kirsti Reitan Anderson) and Project 3/TED.
The differences between the technocratic approach of the Mistra Future Fashion 
programme and a PhD project using a human-centred approach became even more 
evident as the research progressed. The PhD project became less focused on the 
social impacts in the supply chain, and more focused on the notion of values and the 
self. This new focus required the development of auto-ethnographic methods such 
as reflective writing, to capture more subtle, subjective insights. The new focus also 
resulted in the re-defining of sustainability as a transition, that involves both ‘inner’ 
and ‘outer dimensions of practice for designers.
Another dualism present in this research context is from a perspective of knowledge - 
explicit or implicit knowledge. There has been an historical imbalance in research and 
academic that views explicit knowledge as more valuable than practical ‘know how’ or 
implicit knowledge. This is partly due to the difficulty of identifying and communicating 
implicit knowledge in the written form, being based on subjective and embodied 
experience (Gourlay 2002). In the Mistra Future Fashion programme, the scientific 
projects used methods that rely distinctly on explicit knowledge. In contrast to this, 
this PhD project used an action-research methodology based on an emergent and 
iterative accumulation of knowledge, where the knowledge was primarily implicit. The 
knowledge was created through a combination of thinking, facilitating other designers 
and making textiles - both doing and thinking. 
So, what is it about the designing and making of textiles that is useful to contemplate 
within these multiple dualisms? This research asserts that the unique qualities of 
textiles and textile designers has the potential to ‘unpick’ and dissolve such complex 
multiple dualisms. For this project, the ability to combine the thinking and doing of a 
crafts-based textile process proved to be transformative. While the initial motivations 
for the research was driven by a lack of confidence in material-based, textile skills, 
the researcher ended up coming back full circle to this practice. The final, reflective 
process of making a hand-quilted jacket revealed the refined theoretical framework 
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and provided insight into the similarities between a crafts-based textile process and 
a transitionary process – both involve change and uncertainty yet both have the 
potential to yield creative insight and innovation. This ability to transform oneself, and 
create a space for reflection and new ideas, is one way to address these multiple 
dualisms.
The notion of textiles and textile making as transformative is also evident in the 
literature. Gordon (2011) writes there are many myths and stories from human history 
in which female characters’ act as weavers and spinners, where the making of textiles 
was both making thread and making life. Pajaczkowska (2005) talks of textiles and 
cloth as fundamentally liminal in their cultural and material significance. Cloth is 
neither subject nor object, and is situated on the threshold between the functional 
and the symbolic. 
This ability of textiles to be so transformative in human lives also hints at the role of 
fashion textile designers in the transition towards sustainability in the fashion industry. 
The fashion textile designer embodies a range of unique qualities and approaches 
that are potentially useful for supporting change. Textiles are also the symbolic and 
material ‘thread’ that connect all the stakeholders in the global fashion system and the 
fashion textile designer can use their textile knowledge and materiality as a shared 
language and medium.
Continuing with the right and left brain analogy, the technocratic, ‘left brain’ approach 
of the Mistra Future Fashion programme provided a challenging and unique 
context to investigate sustainable textile design practices. This research journey 
will demonstrate that a focus on the less assertive, ‘right brain’ qualities of values 
and ‘inner’ dimensions is necessary to create real insights for systemic change in 
research and industry. There also needs to be recognition of the less assertive, ‘right 
brain’ qualities of textile making and fashion textile designers. Just like the corpus 
collosum that connects the left and right brains, finding creative solutions to the 
unsustainability of the fashion industry will require a balance between both types of 
research (the sciences and design/making) and both types of knowledge (implicit and 
explicit).
The notion of dualisms will be drawn out within each practice project discussed here, 
along with the unique methods and qualities of fashion textile designers to support 
change in the transition towards sustainability in the fashion system.
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1.3 Chapter overview
The thesis is divided into three parts and ten chapters (Fig. 1).
Part 1 is Contextualising the research. This section introduces the Project 
background and context; positions the research within the relevant fields of research 
and industry; and outlines the research methodology.
Chapter 1: Introduction – Provides a summary of the research and a chapter 
overview 
Chapter 2: Transition Context - The Project - Introduces the Project partners; and the 
proposed aims and objectives.
Chapter 3: Methodology - Outlines the methodological position of the project as a 
whole, explaining the methodological framework that was developed based on the 
project context; the relationship between the research objectives, questions and three 
stages; and the primary methods used.
Chapter 4: What is Transition and Why Now? Contextual Review (Objective 1) This 
is the Initial Contextual review that positions the Research in the interrelated fields of 
sustainability, design and fashion textiles.
Part 2 presents The Transitionary Practice Journey that was undertaken to meet 
Objectives 2 and 3.
Chapter 5: The Sustainable Textile Designer – Love & Thrift and Design for Change 
(Objective 2). This chapter presents a focused contextual review, research questions, 
research methods and creative outcomes for Objective 2. The chapter gives a 
summary of a project completed prior to the PhD (Love & Thrift 2007) and through 
the project Design for Change, demonstrates new fashion textile design practices in 
local communities and garment production; and extends The TEN strategy Design for 
Ethical Production.
Chapter 6: The Design Facilitator - Industry Workshops (Objective 2 & 3). This 
chapter presents a focused contextual review, research questions, research methods 
and findings for Objective 2 & 3. The first workshop demonstrates a new role for 
fashion textile designers as Design Facilitators in industry contexts. The second 
workshop demonstrates the emerging role of individual views in sustainable design 
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and extends The TEN red cards workshop tool.
Chapter 7: The INNER Journey – Review of Past Practice This chapter is a summary 
of a Past Practice Review, and the review of literature on fashion textile knowledge 
and thinking. 
Chapter 8: The Design Steward – Sutra Stitching and The INNER/OUTER Project 
- (Objective 3, 4). This chapter presents a focused contextual review, research 
questions, research methods and findings for Objective 3 and 4. The two projects 
demonstrate new fashion textile design practices to support values and the self in the 
supply chain. 
Part 3 is the final part of the thesis and presents the main outcomes of the 
research, the overall Contribution to Knowledge and the Further research ideas.
Chapter 9: Outcomes - This chapter draws together the main conclusions from the 
research and identifies how they answer the research aims and objectives. 
Chapter 10: The Transitionary Textile Designer (Objective 4) This final chapter 
presents an original contribution to knowledge of a model and set of tools for 
Transitionary Textiles; an expanded definition of fashion textile design practice in a 
sustainable fashion context. 
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Chapter 2:
The Project
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2.1 Project Partners
2.1.1 mistra
The project was funded by the Mistra Future Fashion programme, an international 
consortium of scientists and designers who worked on eight parallel research 
projects (See Appendix I, p.198). In the context of Swedish science research, Mistra 
funds initiatives that are unique in their focus on systems-wide, practical solutions 
towards sustainable development goals. The funding call was devised by an 
international and inter-disciplinary team of advisors who designed eight projects that 
addressed a full range of research themes. 
The application was put together by a range of Swedish stakeholders including 
government agencies, voluntary organisations and companies across the textile 
supply chain, from forestry, to pulping, to textile manufacturing, retail and textile 
recycling. Each of the eight project teams responded to the themes of the call 
and developed their own research question. The project teams involved multiple 
researchers and PhD students from different research institutes in Sweden, Denmark 
and the UK. This inter-dependent relationship between research and industry was 
designed to produce research results that would be relevant and current for the 
fashion and textile industry.
The eight projects covered: new business models; sustainability assessment tools; 
design; new bio-based fibres; recycled fibres; sustainable solutions for public health 
care clothing; consumer behaviour; and policy issues.
2.1.2 TeD
This PhD was positioned within Project 3 ‘Interconnected Design Thinking and 
Processes for Sustainable Textiles and Fashion’ and was led by Rebecca Earley and 
the TED Project at University of the Arts London. Since 1996, the TED Project had 
researched the role of the textile designer in a sustainable fashion context through 
practice-based and creative research methods. The results have included new 
material and garment prototypes; exhibition curation; academic writing; and The TEN, 
a framework of sustainable design strategies for fashion and textile designers (Fig. 
2). 
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Fig. 2: The TEN cards
The TED group were awarded the Mistra Project 3 funding based on the potential 
of The TEN frame-work as a method for industry training. Prior to the Mistra 
Future Fashion programme, The TEN had been developed as a set of strategies 
and approaches, evolved through an iterative process of teaching and research. 
There had been little publishing at this point, and only a few opportunities to test 
the framework in a large-scale industry context. From 2009, Earley had been 
collaborating with the Sustainable Fashion Academy (SFA) in Stockholm, on a 
training workshop for Swedish designers from large and SME-sized companies, 
including Hennes & Mauritz (H&M). The H&M representatives recognised the value 
of the TEN frame-work for further application and research in an industry context and 
recommended the TED group to the bid co-ordinator, to join as design researchers in 
the programme.
The TEN strategies are based on a lifecycle thinking approach that identifies the 
impacts and potential opportunities for designers to effect change across the lifecycle 
of textiles and garments. The TEN vision is for the designer to act across the whole 
system or supply chain, making connections and solving problems to improve 
sustainability impacts. 
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As the fashion textile design researchers in the consortium, the TED team aimed 
to provide insight and data on the qualitative and future-focused aspects of the 
research framework, and the unique value of design thinking in this field. In this 
context, fashion textile design can offer a human-centred approach that considers the 
functional and aesthetic needs of the producers and users of textile and garments, 
while also offering new approaches to understanding and solving complex problems. 
The PhD researcher was involved with other Mistra researchers on several 
collaborative tasks (co-facilitating a workshop with Suzanne Sweet at Stockholm 
School of Economics for Project 1; field-work to China with PhD fellow Kristi Reitan 
Anderson of Copenhagen Business School, Project 1; and co-delivery of insights and 
workshops at programme meetings).
2.2 Plan and Scope of the Project
The duration of the research funding and collaboration with the Mistra Future Fashion 
programme was three and a half years (October 2011 – April 2015). At the outset, 
there was no specific project or research brief for the PhD set by Mistra or TED. 
The project began with a broad set of research questions primarily based on the 
researcher’s own creative practice and intentions. As the Research Assistant at TED 
from 2007-2011, the researcher had been involved in the development of the TEN 
framework and methods, and had a particular interest in the strategy no. 7, Design 
for Ethical Production.
The initial enquiry was the ‘social textiles’ question, to explore socially-engaged 
opportunities for activating sustainable change in the textile fashion system. This 
enquiry evolved and changed in response to the TED/Project 3 tasks and the 
opportunities presented by the industry partners. As described in Chapter 1, social 
impacts in production was one of the TEN strategies that the PhD project aimed to 
address, yet there was no part of the Mistra Future Fashion programme that covered 
this issue. The industry partner who collaborated with TED/Project 3 for the training 
programme (H&M) specifically requested to work on design and production issues 
that were focused on the material or technical (largely due to the departmental 
structuring of design, buying, production and corporate social responsibility as all 
separate). The PhD project research questions were therefore adapted in response 
to these emerging contexts.  
There are three projects included in the thesis that were undertaken using the 
unique action research methodology. The methodology involved a combination 
of action (practice projects and facilitation of designers in industry) and reflection 
(reflective writing and/or making textiles). Each project acted as a separate question, 
emerging out of the findings and insights from the previous project. For example, 
the TED Green Question Cards in Project 2 (H&M/SFA) were developed following 
insight gained from the first industry workshop on the need to understand the ‘fourth’ 
element of sustainability – the personal/human. 
The emergent quality of a creative research process in an industry-focused 
programme created an unorthodox project. As befitting a materials-based craft 
process, the researcher was partly driven by a subjective, value-laden process that 
required reflection and independent practice in a studio. This was contrasted with the 
industry context that became increasingly demanding and required skills outside the 
researcher’s capabilities or ‘beyond the swatch’. For example, as part of the TED/
Project 3 research tasks, the researcher acted as a consultant facilitator at H&M in 
Stockholm. The research also extended to field research in China, to investigate 
social impact issues in Chinese garment production with a fellow Mistra Future 
Fashion PhD social science researcher. The research project that developed had to 
account for this iterative cycle between action and reflection, and between the ‘inner’ 
and ‘outer’ worlds of the creative self and the various stakeholders. 
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2.3 research Aim and objectives
Aim: 
Design for Social Equity is the highest level of sustainable design that considers the 
socio-ethical aspects of sustainability including values, mindsets and worldviews that 
determine sustainability behavior and action.
This research aimed to explore new practices for fashion textile designers in the 
transition to Design for Social Equity in the fashion textile industry.
objectives:
1. To critically review The TEN and understand the transition from Sustainable 
Design to Design for Social Equity in fashion industry (Initial Contextual 
Review).
2. To explore new practices for fashion textile designers in industry that extend 
TED’s The TEN to Design for Social Equity (Design for Change and Industry 
Workshops).
3. To understand through practice the importance of individual values in the 
context of Design for Social Equity (Industry Workshop and Inner/Outer Project).
4. To propose new tools to support designers in the context of Design for Social 
Equity (Green Question Cards, Sutra Stitching Workshop, Textile Talk Kit).
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Chapter 3:
Methodology
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This chapter outlines the methodological position of the project as a whole, explaining 
the relationship between the aims, objectives, questions and the three projects; how 
this translates into the design of the research; and the key methods used.
3.1 building a methodology 
The Mistra Future Fashion programme is concerned with inter-disciplinary research 
that aims to create sustainable change in the Swedish fashion industry. As described 
in Chapter 2, the PhD project was bringing a creative enquiry into this large, industry-
focused science programme. This context informed the methodological framework 
that has been developed for the research.
The research methodology for the study was developed and evolved from a 
combination of social science and creative research methods, with a focus on 
methods unique to textile design. There was no existing methodology in the literature 
for practice-based sustainable textiles research in an industry context. There were 
two frameworks for practice-based research investigating material-based, sustainable 
design enquiry. These frameworks however did not account for the socially-engaged 
and collaborative nature of this enquiry. Through an iterative and emergent process, 
the project has developed a four-stage action research framework and a set of 
original methods for sustainable textile design research.
The initial methodological assumption was that a range of creative projects would 
be activated that include the design and making of textile artifacts. There was also 
the possibility of involvement in the delivery and facilitation of The TEN workshop 
methodology to Mistra Future Fashion industry partners. These two types of research 
activity - collaborative creative projects and the facilitation of professional designers – 
became the foundations for the mixed research methodology. 
3.1.1 existing methodologies for creative research 
Practice-based design research is still a relatively young field of enquiry compared to 
the scientific disciplines, and there has been ongoing debate in the discourse about 
the appropriate methods and approaches for generating new knowledge. Where the 
aim of research in the scientific disciplines is to collect information and systemically 
inquire into a subject to develop facts and principles, in creative research the aim is 
to envision ‘possible futures’ (Walker 2013b). In the sciences, the researcher studies 
phenomena outside themselves with an objective position, whereas in creative 
or design research the practitioner is also the researcher and takes a subjective 
position, defined as a practitioner-researcher. This difference in approaches between 
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the sciences and creative design research represents one of the dualisms described 
in the introduction.  Robson & McCartan (2016) describe the practitioner-researcher 
as ‘someone who holds down a job in some particular area and at the same time 
carries out enquiry…..which is relevant to the job’ (2016, p15). The underlying 
premise for the study was to investigate emerging practices for crafts-based fashion 
textile designers, and this was done by acting in this professional capacity. The 
importance of this type of study being done by a fashion textile designer, for other 
designers cannot be understated, as there is a paucity of research from practitioner 
perspectives in fashion and textiles academia (Bye 2010).
The literature on textile design process and knowledge is also limited. There is a 
well-established discourse on design thinking based primarily on observations of 
architects and product designers  (Cross 2006; Lawson 1994). There is also an 
established discourse on textiles as material culture (Harper 2011; Hemmings 2012; 
Schoeser & Boydell 2003; Gardner-Troy 2006). The most relevant literature for 
understanding textile design practice is Igoe (2013) who has done a theoretical study 
of textile design thinking and process, using auto-ethnographic writing and interviews 
with textile designers. Igoe’s research emphasises the importance of a feminist, 
subjective research paradigm when investigating textile design knowledge and 
practice. The self is important in the textile design process, and the self is therefore 
important in an enquiry investigating textile design practices and approaches. The 
challenge was to represent this subjective making approach and way of thinking in 
this research framework and thesis document. This challenge was addressed partly 
through variations in the writing ‘voice’ in the thesis. For example, the discussion 
on findings from the review of past practice (Chapter 7) used first person narrative 
writing to articulate the subjective aspects of a textile making process.
The use of a mixed methodology is common in art and design research. Yee and 
Bremmer analysed practice-based doctorates in design and identified that one 
of the key characteristics was a ‘bricolage’ approach to the methodology (Yee & 
Bremner 2011). They posit that such an approach is necessary in design due to 
the indeterminate nature of the discipline. ‘…design is undisciplined, transgresses 
the arts and the sciences, and has the ability to be an agent of change in response 
to social conditions…therefore a design researcher has to be methodologically 
flexible (bricolage)…’ (2011). The bricolage metaphor is also useful to frame the 
emancipatory and critical approach of the research. Kinchloe (2005) explains that 
the bricoleur researcher views methods actively rather than passively, and constructs 
methods from the tools at hand. ‘In its embrace of complexity, the bricolage 
constructs a far more active role for humans both in shaping reality and in creating 
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the research process and narratives that represent it” (2005, p68). The bricolage 
method also aligns with the ‘patchwork’ and layered approach of a crafts-based 
textile design practitioner. 
3.1.2 existing methodologies for creative research in textile design
While there was no existing methodology for sustainable textiles research, there 
are several examples of projects and frameworks that have been useful to consider. 
Frayling (1993) identified three modes of design research:  research into design, 
research for design, and research through design. This research aligns with research 
through design, where the practice serves a research purpose and is project-based. 
In this type of research, the design practice is central in generating knowledge. 
An essential element to research through design is the reflective practice of the 
practitioner researcher. If the useful knowledge is generated from the designer/
researcher while they are involved in the act of design and making, there needs to 
be a method for capturing that knowledge and ‘know how’. Schön identified this as 
reflection on and in action (1983). There was no method in the literature for capturing 
insights or knowledge from a textile making process and the researcher has 
developed several unique methods, including a textile research journal and a review 
of past textile practice.  
The researcher had experience as a ‘practitioner researcher’ within the Worn Again 
project (Earley 2010) at TED. The primary methodological approach was to explore a 
subject (recycling textiles) through the design and making of textile/fashion artifacts, 
that was informed by theory. This process was described by Earley in 2010: 
It was an iterative process whereby design-led explorations tested 
existing sustainable design theory … this in turn led to the creation of 
new artifacts which embodied the thinking, and further reflection and 
redesign methods led to the proposal of new sustainable design theory. 
(Earley 2010)
The methodologies utilised during the Worn Again project created valuable 
knowledge and experience by defining a project proposal and research aims/
questions; identifying relevant theory; experimenting through the design and making 
of textiles; and reflecting on the making process through writing; interviews and 
dialogue. 
There are two other frameworks for creative research that are useful to consider. 
Walker (2013b) and Goldsworthy (2012) both present research frameworks for 
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practice-based sustainable design in three stages - Thinking/Theorising; Designing/
Making; Reflecting/Sharing (Figs. 3 and 4). These frameworks are based on a solo 
researcher designing and making material artefacts, using materials such as wood 
and textiles. In this type of creative research, the researcher begins with an aim 
or enquiry and it is in the making of the artefact that new knowledge is made. The 
three stage frameworks from Walker and Goldsworthy highlight the inter-connected 
relationship between the theoretical concepts understood through the literature; 
the design and making process that transmutes these concepts into physical form; 
and the reflection on this process. It is through the design and making process (and 
reflection on that process) that general theory and abstract ideas are transformed into 
specific, concrete knowledge (Walker 2013b). Walker has visualised the three stages 
as an inter-connected Venn diagram, suggesting that the stages are not necessarily 
linear. Goldsworthy does present the three stages as linear – Think; Make; Share. 
These frameworks from Frayling, Goldsworthy and Walker all provide useful insight 
into the methodology for the enquiry. The aims were to explore new practices 
for fashion textile designers in industry contexts ‘beyond the swatch’, through 
collaborative practice and through the facilitation of other designers. The creation 
of textile artefacts was not the primary activity, as described by Walker and 
Goldsworthy. The above frameworks however provide a useful foundation because 
they represent the knowledge of a materials-based textile practitioner that could be 
usefully applied in more social and collaborative contexts. 
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Fig. 3: Practice Based Fundamental Design Research, Walker (2013)
Fig. 4: Think, Make, Share – methods from Goldsworthy’s PhD research (2012)
 
The above discussion establishes the enquiry as using a hybrid methodology, 
and as a form of research through practice, where knowledge is generated by the 
practitioner-researcher involved in creative practice. However, while the foundations 
of the methodology are established, the above discussion does not account for the 
more social and collaborative aspects of the research tasks that emerged during the 
project, or for the unique methods of a creative textile practitioner. This will now be 
described in the next section.
3.2 responding to the mistra Future Fashion and TeD Project Proposals
The PhD project was introduced in Chapter 1 as funded by the MISTRA Future 
Fashion programme, and attached to TED/Project 3 ‘Sustainable Design and 
Processes’. The Mistra Future Fashion programme and Project 3 both had prescribed 
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methods and aims. The PhD project proposal and aims evolved in response to the 
wider research contexts and needs of the industry partners. A more conventional 
creative research PhD may have been solely based on the researcher’s individual 
creative concerns and questions. Whereas here the PhD proposal, aims and 
methods were developed to accommodate both the individual creative concerns of 
the practitioner-researcher and the concerns of research and industry collaborators. 
3.2.1 real-World research
All three projects involved collaborators - either industry clients with a proposal/brief 
or staff training requirements (see Table 1). The Design for Change project involved 
an industry collaborator and client (from outside the Mistra programme). The industry 
workshops involved two Mistra Future Fashion industry partners (H&M; SFA) and 
the final Inner/Outer Project involved a collaboration on field research to China with 
a PhD student from Mistra Project 1 (Copenhagen Business School). Robson and 
McCartan explain that ‘real-world research’ occurs in the context of organisations and 
communities rather than in a laboratory (2016, p3). In this context, we could add that 
the laboratory of the scientist is the equivalent of the art/design studio for the creative 
practitioner. The creative researcher came out of the studio into a local community 
and the Swedish fashion industry and then moved back into the academic context 
(and studio) to reflect on and share the findings. 
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Project Title Industry Partner Company description
other 
Collaborators
Chapter 5:
Sustainable 
Textile Designer 
Creative 
Collaboration
Design for 
Change
Commission from 
VF. Corporation 
(USA)
Private company, 
largest apparel 
group worldwide
Tom Rowley/
Pipeline Projects, 
social business 
expert
Rebecca Earley/
Kay Politowicz/TED 
Project 3
Chapter 6:
Design 
Facilitator 
Creative 
Facilitation in 
Industry 
H & M MISTRA Industry 
Partner - Hennes 
& Mauritz 
(Sweden)
Private company, 
large global brand
TED Researchers
Chapter 6: 
Design 
Facilitator 
Creative 
Facilitation in 
Industry
SFA MISTRA 
Industry partner 
- Sustainable 
Fashion Academy 
(SFA) (Sweden)
Private company, 
professional 
training services to 
fashion industry 
TED Researchers
Chapter 8:
Design Steward 
Creative 
Facilitation
Inner/
Outer Project
N/A N/A Kirsti Reitan 
Anderson, 
PhD Student 
MISTRA Project 
1, Copenhagen 
Business School
Table 1: Industry partners and collaborators on the Projects
The industry context meant that the variables for the research cannot be as tightly 
controlled as research done within the laboratory or art/design studio. Two of the 
projects involved Swedish industry partners and these organisations had their own 
reasons for being involved in a government-funded research programme. The Project 
2 industry partners were H&M (Hennes & Mauritz undated), a large, global fashion 
company. The other partner was the Sustainable Fashion Academy (Sustainable 
Fashion Academy undated) a private company that provides training services to 
industry professionals in sustainability and corporate responsibility. In both these 
instances, the researchers were acting as both consultants and researchers and this 
created a complex set of conditions for the research.
The other important point in relation to this industry context, was the position of 
the PhD researcher in the wider Mistra Future Fashion programme.  During the 
industry workshops, the researcher was invited to bring an enquiry to an existing, 
pre-established workshop plan. For the final practice project Inner/Outer, the 
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researcher was invited to accompany a fellow PhD researcher from MISTRA Project 
1 (Copenhagen Business School) on field research to China for a TED project and 
had to account for the research agendas of both projects. 
3.3 research Questions
The research project involved an over-arching research question and a set of 
project-based research questions (see Table 2). The over-arching research question 
translates the project aim (To explore new practices for fashion textile designers in 
the transition to Design for Social Equity in the fashion industry) into an enquiry.
Question:   What are the new practices and roles for fashion textile designers in the 
transition to design for Social Equity in the fashion industry; and what is the role of 
individual values in the context of Design for Social Equity in the fashion industry?
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overarching Project Aim overarching research Question for the PhD Project
To explore new practices for fashion 
textile designers in the transition 
to Design for Social Equity in the 
fashion textile industry. Design for 
Social Equity is the highest level of 
sustainable design that considers 
the socio-ethical aspects of 
sustainability including values, mind-
sets and worldviews that determine 
sustainability behaviour and action.
What are the new practices 
and roles for fashion textile 
designers in the transition to 
design for Social Equity in the 
fashion industry; and what is 
the role of individual values in 
the context of Design for Social 
Equity in the fashion industry?
Chapter 5:
The Sustainable Textile 
Designer – Design for 
Change
objective 2:
To explore new practices for fashion 
textile designers in industry that 
extends TED’s TEN to Design for 
Social Equity
What is the ‘design opportunity’ 
in a garment factory context 
that extends Design for Ethical 
Production (TT7); and how 
can a designer practice at both 
product and system level to 
explore social impacts in the 
supply chain?
Chapter 6:
The Design Facilitator 
– Industry Workshops
objective 2:
To explore new practices for fashion 
textile designers in industry that 
extends TED’s TEN to Design for 
Social Equity 
objective 3:
To understand through practice the 
importance of individual values in the 
context of Design for Social Equity
What unique methods and 
qualities do fashion textile 
designers bring to the role of 
a consultant Design Facilitator 
in industry; and how can the 
TEN cards be extended to 
include individual values in 
sustainability?
Chapter 8:
The Design Steward – 
Inner/Outer Project
objective 3:
To understand through practice the 
importance of individual values in the 
context of Design for Social Equity
What is the ‘design opportunity’ 
in a Chinese production 
context that extends Design 
Activism (TT10); and what 
unique methods do fashion 
textile designers bring to these 
contexts?
Table 2: Objectives, Research Questions and Projects
       
3.4 Action research and the Project Cycle
Fig. 5: Four stage action research
41
The existing frameworks for creative research in sustainable textile design were not 
adequate to account for the ‘real-world’ contexts of this research. Action research 
provided a useful framework as a four-stage process of enquiry (Fig. 5). While the 
purpose of some social science research may be merely to describe or explain a 
situation or phenomena, in action research the purpose is very intently to facilitate 
action, help change or make improvements (Robson & McCartan 2016). The 
researcher works directly with participants as co-researchers, on an iterative cycle of 
learning, reflection and action (Berg & Lune 2007). The action research methodology 
follows four basic phases. The first phase is identifying the question and planning for 
the action (Planning). The second phase is the action phase in which information or 
data is gathered to answer the question (Action). The third phase is the analysing 
and reflecting on the data or information that was gathered (Reflecting). The final 
phase is Sharing the outcomes and findings (Sharing). 
This PhD research is signposted by three distinct phases and projects that follow 
each other, where the learning and insight was emergent. Berg and Lune describe 
action research as following a ‘spiral process’, rather than a linear process. The 
questions and answers emerge as the action unfolds, and each process informs the 
next process.
The four-stage action research framework provided a useful foundation for each 
project cycle, however the particular methods used within the framework had to be 
developed as the research progressed. The next section will summarise the key 
methods that were developed.
3.5 methods for practice-based sustainable textile research 
2.5.1 PLAN
The first phase is identifying the question and planning for the action. The process 
of identifying the question involved reading the literature, thinking about the key 
question and making a proposition for using practice to answer the question. This 
included either the development of a project proposal or workshop design/method. 
The unique method of Purposeful Dialogue was developed for this stage and will be 
described in Project 1 and the Concluding Chapter 9.
2.5.2 ACT
In the action stage, information or data is gathered to answer the question. In this 
research, the action was a range of activities including collaborating with partners 
on a creative project or facilitating industry stakeholders including designers or 
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production workers in the supply chain. More detail on the unique methods that 
were developed for the action stage of each project will be described in the Project 
chapters and concluding Chapter 9.
2.5.3 REFLECT
The third stage is analysing and reflecting on the data or information that was 
gathered. Gray and Malins (2004) describe reflective methods as ‘off-loading’ devices 
that allow the researcher or learner to take stock, evaluate and deposit feelings and 
thoughts, ready for the next stage of the learning or research cycle. 
At the start of the research, there was a limited understanding of useful methods for 
reflection in a sustainable textile research context, or for capturing auto-ethnographic 
data on values/the self. As the practice cycle progressed, there was a need for 
methods to represent the ‘inner’ dimensions of values/the self, such as reflective 
writing and making textiles. The unique methods developed for reflection at each 
stage of the research will be described in the Project chapters and in the Conclusion, 
Chapter 9.
2.5.4 SHARE
The final stage of the action research cycle is sharing the outcomes and findings. In 
this research, the findings were shared through academic writing of journal articles 
or book chapters; the exhibition of textile work; or the sharing of tools for workshop 
facilitation.
3.6 Summary of Chapter 3
This chapter has outlined the project methodology, that has employed a hybrid 
methodology to meet the project aims and objectives. The two overarching research 
questions were presented, along with a number of project research questions. The 
main methods used were also presented. 
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Chapter 4:
Contextual Review
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This chapter positions the research by considering established theory and practice in 
the fields of sustainability, design and textile design.
4.1 Sustainability 
The environmental and social challenges we currently face as a global community 
need little introduction. The Stockholm Resilience Centre has identified nine planetary 
boundaries in which it is safe for humans to operate, including climate change and 
biodiversity loss (Steffen et al. 2015). In four of the nine boundaries, a threshold has 
now been crossed as a result of human activity and this will see major changes to the 
earth system. 
Sustainability has evolved to respond and find solutions to these issues. The 
definitions of sustainable development and sustainability are deeply contested and 
discussions and debates on what constitutes sustainability pervade the discourse. 
At its simplest, sustainability addresses how humans will use natural resources, and 
whether this usage will compromise the ability of other people, species or future 
generations to meet their own needs (Huutoniemi 2014). In the context of textiles and 
fashion, sustainability needs to address concerns about environmental impacts in the 
textile supply chain; the social and cultural vibrancy and health of all stakeholders, 
including consumers, designers and producers; and the economic viability of the 
industry (Tham 2008).
There are deep tensions in the sustainability realm – between sustainability and 
economic development, limits and growth, abundance and scarcity, between future 
generations and the present generation. On top of this is the concept of values - what 
is worth sustaining and at what cost, needs to be agreed. The most commonly cited 
definition for sustainable development is from the Brundtland Report, ‘development 
that meets the needs of the present without compromising the ability of future 
generations to meet their own needs’ (World Commission on Environment and 
Development (WCED) 1987). While this definition has been widely accepted, and 
used by governments, businesses and other organisations, it has also become 
highly contested. Some commentators claim the term ‘sustainable development’ is 
ambiguous and does not articulate what needs to be sustained (Hedlund-de Witt 
2014). Others, meanwhile, suggest that the broad definition is useful because it 
leaves room for multiple perspectives and understandings, thereby allowing a range 
of actors to be involved (Kemp & Martens 2007).  
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There have also been discussions on the traditional three spheres of sustainability 
– the economic, environmental and social – called the Triple Bottom Line (Elkington 
1997) (see Fig. 6). These three elements are most commonly shown as three equally 
balanced circles interlinked with each other. The reality, however, is that economic 
activity dominates over the environmental and social domains, and the systems and 
infrastructure we create are based on this conventional economic thinking. Another 
criticism of the Triple Bottom Line is that the social does not adequately account for 
the human and psychological aspects of the human relationship with sustainability.  
Several authors argue that there is a missing fourth element – the spiritual, human, or 
ethical (Ehrenfeld 2008) (Walker 2013a) (see Fig. 6). 
Fig. 6: The missing fourth element of sustainability is the personal/human
We need to account for the social and the human/personal aspects in any lasting 
move towards sustainability. The missing fourth element of sustainability will be 
discussed in more detail in Chapter 6.
The challenges of defining and addressing sustainability are evident in the multiple 
principles and guidelines that have been developed globally in the last thirty years. 
Governments and civic organisations have developed a range of approaches 
including the Earth Charter (Earth Charter undated) and the United Nations 
Sustainable Development Framework (United Nations 2015). Business organisations 
have developed the Hannover Principles (McDonough & Braungart 1992), the 
Natural Step (The Natural Step undated) and the Forum for the Future’s Five 
Capitals Model (Forum for the Future undated). These principles and assessments 
are testament to significant effort and engagement with the sustainability agenda 
from governments, business and the third sector. However, these approaches and 
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levels of integration across the environment, the economy, society and the individual 
has not been sufficient to deal with the problem. The reasons for this could be due 
to the guidelines themselves; or to the unwillingness of people to adhere to these 
guidelines. The inability to deal with these challenges may also suggest a much 
deeper tension – between growth-based capitalism and the ecological limits of the 
earth. We need new types of thinking, values, behaviour, action and structures to 
create sustainability and to begin to address this deep tension.  
This research recognises these conceptual and practical challenges, but will focus on 
the opportunities for creating sustainability that exist within such a complex and multi-
disciplinary field. The opportunities are for all stakeholders to work collaboratively, 
developing pathways and definitions for the re-framing of sustainability for the 
Swedish and global textile and fashion industry.
4.2 Re-Defining Sustainability as Transitions
In order to demonstrate experimental and emergent approaches to transforming 
the fashion system through crafts-based textile design, the research will re-
define sustainability as a process of transition. Framing sustainability as transition 
moves the discussion beyond the existing problems and limitations of the term 
‘sustainability’, emphasises notions of change and human-centeredness and focuses 
on the future-oriented visions of sustainability offered by a (fashion textile) design 
approach.
Following the initial contextual review on sustainability and design, a further review 
was performed on the term transitions. Across a range of discourses, there is 
a discussion on the transition or transformation that is occurring across social, 
environmental, human and economic domains at a global level in response to climate 
change and environmental/social challenges. This transition is a movement from the 
existing paradigm of economic growth, linear resource flows and consumption-based 
well-being, towards a new paradigm that prioritises ecological limits, equality, and 
being rather than having (Ehrenfeld 2008; Jackson 2011; Manzini 2015). There are 
differing opinions on how soon change needs to come, on the tools or techniques 
needed, or who has the authority or power to lead, but there is an overriding narrative 
of a paradigm shift occurring that is necessary and unavoidable.
The review took place across several areas of the sustainability literature and activity: 
•	 the formalised transition literature (Grin, Rotmans & Schot 2010) (Sharma 
2007b) involving researchers from engineering and the natural sciences; 
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•	 the Transition Town community movement and ‘post-growth’ literature 
(Hopkins 2008) (Heinberg 2010) (Jackson 2011)
•	 the Design for Social Innovation literature (Manzini 2015)
•	 the writing of industrial ecologist John Ehrenfeld (2008)
All of these research areas are attempting to understand how to support and 
encourage humans towards more sustainable behaviours, in the areas of transport, 
energy, housing, food production, communication, manufacturing and design/
arts/culture. Ehrenfeld occupies a unique position as an industrial specialist who 
addressed sustainability through a technology lens, and who is now contemplating 
the philosophical issues of sustainability. 
4.2.1 Transitions in the economy
There is an increasing understanding that the current capitalist, industrial economy 
is unable to manage/account for the climate change and environmental degradation 
that it has produced. Activists and commentators since The Limits to Growth 
(Meadows, Meadows & Randers 1972) have been highlighting the risks and dangers 
of an economic system that relies on cheap, non-renewable fossil fuels. There has 
also been discussion on the dangers of an economic system that fails to financially 
account for usage of the earth’s natural resources (Daly 1991). However, it was the 
economic crisis of 2008 that created a renewed sense of urgency for these economic 
issues, and the inter-related issues of the environment and society. As Benn, Dunphy 
and Perrott explain:
 
Today humankind faces two major crises. The first is the global financial 
crisis, which began in 2008. The second is ecological and has been 
slowly building since the industrial revolution. ….The two crises are 
intimately related. (2011, p. 5) 
Fundamental to the sense of urgency and anger, is the unsustainability of an 
economic system that is based on continuous growth, at the expense of natural 
ecosystems and people’s well-being. Many commentators see the growth paradigm 
as the root cause of the environmental and economic crisis. Following the 2008 
crisis, there were calls for a new paradigm, or socio-economic model (Heinberg 
2010). A range of responses appeared that proposed new models for an economy 
that functioned within the limits of the earth, shared resources more fairly, and was 
based on core human values (Spratt et al. 2010). There was also an emphasis on 
localisation and community-based action to support local ways of creating economic 
value; energy systems and food production (Hopkins 2008). 
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4.2.2 Transitions in industrial production/materials
In the industrial domains, there has been a range of studies on how to promote, 
govern and implement transitions in manufacturing, agriculture or transport (and 
associated systems including energy and water services). This is where ‘technical’ 
responses to climate change and environmental degradation take place, including 
introduction of new technologies and systems innovation. This is also the domain of 
numerical outcomes and measurables such as lifecycle assessments; reductions in 
green-house emissions or waste outputs. One area of the literature frames this field 
as ‘socio-technical transitions’, recognising that all industrial systems are socially-
embedded (Grin, Rotmans & Schot 2010).
4.2.3 Transitions in society
Along with transitions in the economic and industrial domains, there is also an 
increasing understanding that we need a transformation of our social structures 
and values. The post-growth literature identifies this change in a post-carbon 
context.  “The post-carbon transition must entail the thorough re-design of our 
societal infrastructure.” (Heinberg 2010, p. 11).  Sustainable designer Manzini also 
argues that a transition beyond the current growth paradigm will be a ‘social learning 
process’ (Manzini 2010b).  
4.2.4 Transitions in individuals
While one part of the literature is investigating how to support transitions at the 
economic, social and industrial domains, there is an equally strong emphasis on 
transitions as a ‘psycho-social’ process at the level of the individual.  The internal 
shifts that need to occur are essential for creating deep, lasting change across all 
domains. Maiteny and Reed (1988) explain that there is both collective and individual 
sustainability, ‘sustainability of the inner dimensions of human beings – cultural, 
psychological – is necessary if sustainability of the outer dimensions  – social and 
ecological – is to be achieved’ (Maiteny & Reed 1988, p. 1). This notion of change at 
the individual level was a key theme that emerged through the research journey and 
will be more fully explored in the project chapters.
The literature review revealed a range of approaches to understanding individual 
change in a transitions context. There is growing research on the role of values 
and worldviews in individuals who are becoming agents of change (Hedlund-de 
Witt 2014); on understanding psychological change processes in local community 
activism contexts, seen in initiatives like Transition Towns (Hopkins 2008); and 
studying transitions as a process that involves the unleashing of human potential to 
commit, care and effect change for a better life (Sharma 2007).
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The traditional psychology literature also offers useful insight on the notion of 
transitions at the individual level. Winnicott argues that in early child development, a 
child exists in both an inner and outer world that he calls a ‘transition space’ (Winicott 
1965). This space is the best place for play and creativity; is essential for a child’s 
development of Selfhood; and for healthy separation from the mother. Therefore, 
transitions are not just a process, but can also be seen as a space that is essential 
for developing autonomy and self-awareness in times of change.
4.3 Transitions in Design
This section will provide a review of the sustainable design literature and activity to 
draw out the important role for design in the context of transitions and sustainability.
Designers throughout the twentieth century have explored the role of design 
in improving environmental and social impacts. Prior to the literature review on 
transitions, the review on sustainable design provided an understanding of how the 
field has evolved. Manzini and Vezzoli (2008) describe an evolution of sustainability 
in design that began in the early 1990’s. 
Levels of Sustainable Design Approach
Green Design Single issue, product focused
Eco Design Lifecycle approach, product focused
Sustainable Design System approach, product and service focused
Design for Social Equity Re-Design lifestyles, support social equity
Table 3: Sustainable Design continuum adapted from Manzini & Vezzoli (2008)
The continuum has evolved from the first level of design, which considers resource 
efficiency, through to the fourth level of design, which considers social equity 
and well-being. Similar to the various domains described above in the section on 
transitions, designers have practiced across several domains following a natural 
evolution. A four stage framework has been developed (Table 3) to describe this 
evolution of sustainable design based on Manzini and Vezzoli, Armstrong & Le Hew 
(2011) and Fletcher (2008). In this evolution, the designer began with the single-
issue concern of materials and resources (Green Design); and moved towards a 
lifecycle thinking approach, to perceive the material/product as embedded within a 
system (Eco Design). While the lifecycle is used in the sciences as a quantitative tool 
to measure environmental and social impacts, for designers lifecycle thinking can 
be used as a qualitative approach to explore the environmental and social impacts 
of a textile product throughout its life, and to identify potential places for design 
intervention (Payne 2011). Sustainable Design is the third level in which designers 
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begin to consider not only the material/technical aspects of the lifecycle but also the 
socio-cultural aspects such as behaviours around consumption. 
The central issue at the fourth level of Design for Social Equity is the relationship 
between human well-being and material resources. There is a compelling body of 
scientific evidence that the growth in consumption of material goods exceeds the 
Earth’s carrying capacity to supply resources and absorb waste and emissions. 
There is also the issue of equity, that every person has the right to a fair distribution 
of natural resources. Manzini & Vezzoli explain that the central issue for designers 
at this level is how to foster “new quality criteria” (2008, p. 261) that separates the 
demand for well-being from the consumption of resources, characteristic of mature 
industrialised societies. This complex challenge positions design at the centre of 
the socio-ethical dimensions of sustainability. Approaches to design at this level 
also include Design for Social Innovation (Manzini 2015), Service Design (Manzini, 
Vezzoli & Clark 2001), Design Activism (Fuad Luke 2009) and Transformation Design 
(Burns et al. 2006). The term Transition Design is a recent term defined by Irwin 
(2015) that was not known during this research process. 
A similar multi-level framework for design comes from Pastor & Van Patter (2011). 
They define four levels of design all with different challenges. Design 1.0 is traditional 
product or artefact design; Design 2.0 is product/service design; Design 3.0 is 
‘organisational transformation’; and Design 4.0 is ‘society transformation’. The fourth 
level of ‘society transformation’ is similar to Manzini and Vezzoli’s Design for Social 
Equity. These two multi-level frameworks for sustainable design demonstrate that 
the four levels of design are inter-connected and represent both micro- and macro 
aspects.  The further up the level of the design practice, there is an increase in 
complexity.
Wahl and Baxter (2008) view the increasing complexity demanded by the 
sustainability agenda as a spiral upwards. Based on psychologist Grave’s model of 
spiral dynamic (1970) they argue that the further up the spiral a designer ascends 
into complex challenges, a change or evolution will need to occur in their own values 
and worldviews.  Wahl and Baxter suggest that all design decisions are dependent on 
the worldview and value system of the designer. Once the designer decides to start 
practicing in the more complex contexts of organisational or social transformation, 
they will need to have more self-awareness on their own values and worldviews, 
and how these affect their design practice. Wahl and Baxter also recognise that the 
sustainable design agenda demands a collaborative and multi-disciplinary approach 
to design that moves design practice away from single issues and single viewpoints. 
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They suggest the designer needs to be part of ‘trans-disciplinary design dialogues’ 
that offer a broader exchange of knowledge and skills. 
The evolution of sustainable design began at a single-issue level and has moved 
steadily through multiple levels to where it is today. The most complex context so far 
for designers is Design for Social Equity. This is the context in which this research 
proposes to investigate. 
4.4 The Fashion Textile Designer
This research investigates expanded practices of crafts-based fashion textile design 
in the transition towards a sustainable fashion system. The definition of transitions 
has been established and the relationship between transitions and design. This 
section will introduce the fashion textile designer.
Traditionally the role of the textile designer involved the design and production 
of original fabrics in the form of paper designs or fabric swatches. Textile design 
education entails the development of visual, tacit and perceptual knowledge, all 
qualities that are intrinsic to learning a textile craft (Shreeve 1997). As a graduate, 
the textile designer needs to understand the requirements of the manufacturer or 
the consumer market and to develop creative ideas based on the intended outcome, 
making informed decisions about colour, construction, composition, surface, pattern 
and yarn structure (Gale & Kaur 2002). As a result of emerging new technologies 
and the growth of a global textile sector, the profession continues to expand into 
new territory including automotive design, medical applications, and architecture and 
interior design applications. Most recently, textile designers are expanding into new 
fields of material innovation, collaborating with scientists (Chieza 2010-2017) and 
engaging with technologies from outside the sector (Goldsworthy 2012). 
Textile designers often define themselves very broadly – as variously designers, 
makers and artists. Gale & Kaur (2002) divide the profession into several types 
of practice, including the Freelance Designer, the Designer in Industry, and the 
Designer Maker. The researcher’s own practice demonstrates this diversity as it has 
included creating swatches for industry; art interventions in public spaces; designing 
and hand-printing textiles for fashion and interior contexts; and facilitating craft 
workshops for a general audience. Igoe has developed a diagram that charts textile 
design activity today (Fig. 7). The activity is primarily material-based practice and 
does not include roles or practices beyond the material. This research proposes to 
extend this diagram to include these new roles.
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4.4.1 relationship between Textile and Fashion Designer
The relationship between the fashion textile designer and fashion designer is 
important to consider in this context, as both play distinct yet complimentary roles.  
Textiles and yarns are an essential aspect of the fashion design process however 
for the fashion designer the textiles act as the starting point for garment design. The 
fashion textile designer on the other hand, is designing the base materials for the 
fashion designer and has to be aware of the same factors including knowledge of 
global trends, and the lifestyles and demands of consumers. 
Fig. 7: Contemporary textile design activity from Igoe (2013)
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4.4.2 Fashion Textile Designer and the Swatch
In order to understand new practices for crafts-based fashion textile design practice, 
it is important to understand the traditional material level of fashion textile design 
practice. As a discipline, there are certain characteristics that define textile design 
as distinct from other design disciplines. Igoe suggests that the textile designer has 
“formed a tacit understanding of a specific blend of design knowledge” (2013, p30). 
This knowledge is embodied in the textile designer’s thinking and process and in the 
design outcome.  There are also specific ways that the discipline presents design 
ideas and record processes, such as mood boards and sketch books. In the textile 
design discipline, one of the key methods for presenting design ideas is the swatch. 
Swatches are sample fabric pieces that demonstrate the decorative design or 
structural elements to the buyer - a textile manufacturer or fashion brand. The textile 
designer creates a visual ‘impression’ of a complete pattern or structure and the 
buyer is then responsible for transforming this sample into lengths of fabric. 
The skills of the textile designer are the tacit and embodied skills of material and 
craft processes. The designer is trained to transform their sensory perceptions and 
experiences into aesthetic and material form. The textile design process is often 
highly experimental and based on continuous testing of processes and techniques. 
The focus on swatches rather than completed designs or products contributes to the 
process-driven aspects of textile design. 
The practice of producing swatches has limitations for the discipline of textile design. 
Igoe suggests it positions the discipline in a secondary and anonymous role, in 
relation to other design disciplines such as fashion design. 
There is an interesting dynamic between the role of the textile designer as 
artistic, creative and skilled and their requirement to produce work that others 
will enjoy and pay for. They have independency and license in their creative 
endeavours, but the outcomes of their activity are destined for a supporting role 
in another designed product. (2013, p74)
The textile designers interviewed by Igoe hint at an archetype of a quiet, female 
who is highly skilled and committed to these skills, but regarded more simply for 
the beauty and pleasure of her skills. Igoe uses adjectives to describe the textile 
designer such as ‘quiet’ and ‘unwitting’ and metaphors such as ‘geisha’ and ‘maiden’. 
She argues that the discipline is ‘sociologically gendered’ as it is primarily made up 
of women. The practice of creating swatches also means that the designer is often 
producing more designs than are ever sold or put into production, which is inefficient 
and does not make business sense. 
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The practice of producing swatches demonstrates that the particular skills of the 
textile designer are to create beauty and decoration through a small piece of 
cloth. However, there is little value or emphasis placed on the process or methods 
themselves. This practice of creating swatches therefore represents a deep tension 
in the discipline. As textile designers, we are valued for these skills yet we are also 
ignored and devalued. The focus on decorative elements places the discipline in a 
lower position than other design disciplines, however decoration and beauty in the 
fashion industry are highly valued. A textile designer who was consulted with at the 
beginning of the research, spoke of a similar frustration working as a sustainability 
consultant for a large textile company:
…we got passed on through the company, until we ended up basically doing 
swatches. This is not what we had wanted to do, we wanted to be more about 
ideas…. But we found it diminishing each time we did swatches…they didn’t 
really understand what we were doing… How do we get to the point where we 
are developing concepts - we are not little swatch makers? (Spurgin 2012)
This quote exemplifies the perception of textile designers in the industry as being 
valued for beautiful swatches, and not for ideas, concepts, processes or methods. 
This research aims to expand the position of the textile designer beyond this notion 
of the ‘little swatch maker’ into new roles and contexts in a sustainable fashion/textile 
system.
4.5 The fashion textile designer and THe TeN
Before investigating the fashion textile designer ‘beyond the swatch’ in expanded 
practices, it is necessary to provide a background to existing practices in sustainable 
fashion and textiles. The sustainable design literature primarily represents the design 
disciplines of architecture; product design and service design. There has been less 
developed literature and activity from the textile and fashion design disciplines. In 
2003, Fletcher and Tham argued there had been piecemeal and isolated approaches 
to sustainability in the textile and fashion sector. They argued the sector did not 
understand what role designers should have in addressing ecological or social 
questions. Since this time there has been a growing body of literature on sustainable 
design in the fashion and textiles context. Fletcher (2008; 2012) provides visionary 
ideas for a sustainable fashion future using ideas from systems thinking, philosophy 
and fashion theory. Tham (2008; 2010) also references systems thinking and meta-
design principles to explore fashion practice in a sustainability context. Black (2008; 
2013) and Brown (2010) survey sustainable fashion design practice and case 
studies. Gwilt and Rissanen (2011) and Gwilt (2014) have provided tools for fashion 
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designers. 
The TED research group was established in 1996 to explore the role of the designer 
in reducing environmental and social impacts of the fashion and textile sector. 
Reflecting a similar view to Fletcher and Tham (2003), the group identified there 
was limited literature and practical methodologies on design practice from a fashion/
textiles perspective. The research done by the TED group was to ‘borrow’ theories 
from the broader sustainable design disciplines, including concepts from Manzini 
(2010b) and Fuad-Luke (2009). The foundations for The TEN frame-work began 
during the Worn Again project and by 2010 the framework had been formulated. The 
development of The TEN can be seen as an iterative and slow-moving process of 
synthesising concepts from the broader sustainable design literature and applying 
them through practice to a textile and fashion design context.
There was also a lack of knowledge on the unique position of the fashion textile 
designer in the sustainability realm. Traditionally, the fashion textile designer has 
no control over specifying more sustainable options for materials or production. The 
designer is at the start of a linear supply chain whereby swatches are sold on to 
a textile manufacturer or fashion designer who make decisions about production, 
consumer use and end-of-life (Fig. 8).
Fig. 8: Linear supply chain involving Fashion Textile designer
However, the founding premise for The TEN is that design decisions significantly 
affect the environmental impacts of a textile product (Allenby & Graedel 1995). The 
framework explicitly positions the (fashion textile) designer at the centre of decision 
making about materials, processes and even business models (Fig. 9).
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Fig. 9: Lifecycle of a textile garment (with a closed loop between disposal and raw materials)
In TED’s lifecycle thinking, the designer needs to be aware of a range of interrelated 
impacts during cultivation, production, manufacturing, distribution, retail, use and 
end of life. This approach encourages the designer to shift focus from the product 
to the system of fashion (Fletcher 2008). For example, cotton t-shirts are frequently 
laundered, and have huge impacts in the use phase. The designer could choose a 
different fibre, or intervene to improve laundry practices. Niinimåki (2013) calls this 
‘future scenario thinking’, where designers are being asked to imagine the impacts 
and potential places they can add value, through the lifecycle and in any future lives 
of the material. The four-level sustainable design continuum adapted from Manzini 
and Vezzoli, demonstrates the evolution of sustainable design and design thinking 
into more complex and challenging contexts. There is no framework in the fashion 
or textile design literature that demonstrates such an evolution with a focus on 
practice and methods. Fletcher & Grose (2012) organise chapters in three sections, 
starting with ‘Transforming Products’, to ‘Transforming Systems’, and ‘Transforming 
Practice’, with each section demonstrated using design case studies. These chapters 
however do not provide practical strategies and tools for designers or detail on the 
methodologies used.
The TEN frame-work has been mapped against the four-level framework adapted 
from Manzini & Vezzoli to demonstrate that the TEN strategies follow the same 
evolution (Table 4). Although the TEN was not developed explicitly to follow the 
evolution of design as described by Manzini & Vezzoli, it demonstrates how closely 
aligned to the broader sustainable design literature The TEN framework is. The 
mapping has also contributed to a deeper understanding of the strategies and their 
wider context.
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At the first level of Green Design, the fashion textile designer is making a simple 
choice about a more sustainable material, such as organic cotton. At the second level 
of Eco Design, the fashion textile designer takes into consideration how to minimise 
textile waste, such as with Zero Waste cutting (Rissanen & McQuillan 2015); the 
use of recycled materials; the energy, water and chemical impacts of textile/garment 
production and use; and how these decisions affect the lifecycle at all stages. At the 
third level of Sustainable Design, the fashion textile designer considers craft and 
emotionally durable design concepts (Chapman 2005) to extend the life of garments 
or textiles; how design can support production workers in the supply chain; and how 
consumer need can be met without garments, such as through the facilitation of craft 
workshops that upskill participants. At the final level 4 of Design for Social Equity, the 
fashion textile designer considers how to design a system or service that reduces or 
replaces the need to purchase garments, through clothing libraries, for example; and 
how to operate in an activist role, raising awareness and facilitating ‘new ideas of 
wellbeing’ (Manzini 2010a). 
Approach The Ten Strategy
Green Design Single issue, product 
focused
Materials Choice, e.g organic cotton
eco Design Lifecycle approach, 
product focused
Design to Minimise Waste (TT1)
Design for Cyclability (TT2)
Design to Reduce Chemical Impacts (TT3)
Design to Reduce Water & Energy (TT4)
Design that Explores Clean Technology (TT5)
Sustainable 
Design
System approach, 
product and service 
focused
Design that Models History & Nature (TT6)
Design for Ethical Production (TT7)
Design to Reduce the Need to Consume (TT8)
Design for 
Social equity
Re-Design lifestyles, 
support social equity
Design to Develop Systems & Services (TT9)
Design Activism (TT10)
Table 4: The TEN mapped with the Sustainable Design Continuum 
4.6 Fashion Textile Designers beyond the Swatch
The TEN framework demonstrates the potential field of influence and practice 
that fashion textile designers could operate within, moving from the single issue 
of material choice through to the more complex challenges of designing systems, 
services and activism. However, there was a lack of understanding of the 
particular role and practices the fashion textile designer takes on when utilising 
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these strategies. The framework had defined each strategy as ‘Design to….’. The 
grammatical structure positions the design practice as being motivated towards a 
particular outcome. What are the practices of the designer when they are motivated 
towards these sustainability outcomes? And what are the skills and methods that the 
designer requires in these new practises?
There is a lack of literature that describes textile or fashion design practice in the 
third and fourth levels of design practice and thinking as described by Pastor and van 
Patter (2011). Igoe explains that in education and industry, textile design is primarily 
focused on level one of product or artefactual design. The diagram above does not 
include textile designers operating within the organisational or social transformation 
fields. Igoe argues for the benefits of identifying textile design practice and thinking 
within these higher order levels of complexity and challenge.
 Working towards a conceptualisation of textile design thinking in these
 areas, due to the interrelated nature of different types of design thinking, will
  undoubtedly open up new applications of textile thinking in regard to other
 types  of design challenges, and give further credence to textile designers
 pioneering in the areas of organisational and social transformation (2013,
 p26).
Igoe cites the work of Rebecca Earley as one example of a fashion textile designer 
practicing at Level 3 of ‘organisational transformation’, referring to Earley’s work with 
The TEN in consultancy and industry contexts. This research aims to establish crafts-
based textile design practice in the transition towards Level 4, Design for Social 
Equity.
The strategies such as Design to Reduce Consumption and Design for Systems and 
Services, demonstrate how in theory the fashion textile designer can move beyond 
material concerns to influence the socio-cultural aspects of fashion consumption, 
well-being and sustainable lifestyles. These are the more complex and challenging 
contexts for designers, as described by Manzini and Vezzoli (2003). These future-
focused concepts had been explored by the TED researchers in education and 
consultancy contexts for small and medium-sized fashion companies. The researcher 
had also explored these concepts in independent creative practice. However, there 
was a need to investigate these strategies and concepts in more detail. 
Igoe argues that from a design thinking perspective, it is problematic to define textile 
design practice within the Level 4 of ‘social transformation’ due to its relationship 
with craft and amateur craft communities. She cites an example of women coming 
together to work on a quilt, a textile design scenario that has a long history and 
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has social affects. The researcher’s practice had evolved from a focus on recycled 
materials (TT1 Design to Minimise Waste) to facilitating craft workshops for fashion 
consumers (TT8 Design to Reduce the Need to Consume). The craft workshops are 
a similar textile design scenario to the one described by Igoe above. The researcher 
was facilitating the development of new craft skills and new relationships for people 
and their garments, however the practice was limited to the local scale and to the 
level of the cloth. The researcher was interested in pursuing an enquiry that elevated 
the textile design practice beyond the product/artefactual level to a systemic level, the 
Level 3 and 4 of Sustainable Design and Design for Social Equity. 
Within the discourse that supports The TEN, there had been discussion on the use 
of the strategies in teaching and research. Each strategy covers a general theme 
such as water impacts or ethical production. There was an understanding that the 
goal of achieving environmental or social sustainability would require the use of more 
than one of the strategies. The terms ‘inter-connected’ or ‘layered’ design thinking 
was used by Earley (Earley & Politowicz 2011a) to describe this approach, yet there 
was a limited amount of literature or written reflection on this concept. Manzini & 
Vezzoli (2003) suggest that design at a system level can be called strategic design 
for sustainability. Strategic design in a sustainability context aims to develop an 
integrated system of products, services and communications that have the long-term 
goal of sustainability. The innovation is at the system level, not product level. A key 
characteristic of a strategic design approach is the ability to facilitate and leverage 
new relationships between stakeholders; and to understand the user/consumer 
needs.  For designers, this requires the skills and methods that can be defined within 
a service design approach, including scenario building; mapping and facilitation. 
These were the types of skills and methods that the term ‘inter-connected design 
thinking’ was referring to in relation to The TEN strategies.  However, the researcher 
believed more granularity was needed on these methods within a sustainable 
fashion/textile design context.
The other factor contributing to the motivation for the research, was the possibility to 
explore the application of the strategies in a ‘real world’ context. The Mistra industry 
context would provide an opportunity to investigate these questions in a Swedish 
fashion industry context.
4.6.1 New practices and roles for designers
The discussion and debate around new practices and roles for designers in 
environmental sustainability and social equity contexts has been ongoing for several 
years. Manzini has been at the forefront of the literature that has defined new roles in 
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a design research context. In 2008 he described what these new roles may be at the 
Changing the Change conference in Italy:
… the new designer role: connectors and facilitators, as quality producers, as 
visualisers and visionaries, as future builders (or co-producers). Designers 
as promoters of new business models. Designers as catalysers of change. 
(Manzini 2008) 
Tony Fry (2009) is a design theorist who has explored new roles for designers 
in environmental and social change contexts. Fry advocates for designers to 
become ‘re-directive practitioners’ who do not respond to existing design briefs 
based on unsustainability, but who lead and initiate better alternatives, and who 
eventually design and direct programs of change. The discussion has been robust 
in the literature; however, the discussions have mostly been theoretical, rather 
than methodological. Tan (2012) identified seven roles for designers in social 
design contexts through doctoral research. She argues that the discussions about 
new design roles from theorists such as Manzini and Fry have provided limited 
elaborations on what these roles actually do. The theorists have provided written 
reflection on the discourse, rather than the roles being an intentional subject for 
discussion (Tan 2012, p47).
There are a number of design-related MA courses that have recently been developed 
to provide the additional skills and knowledge deemed necessary for operating 
in sustainability contexts. These include MA Fashion Futures (LCF); MA Fashion 
(ESMOD, Berlin); MBA Design Strategy (California College of Arts): FIT and 
Parson’s in New York; and (KEA, Copenhagen). These new courses demonstrate 
that educators, graduates and employers recognise the need for a range of skills 
and competencies to support a transition towards sustainability in the fashion/textile 
industry.
4.6.2 New practices and roles for Fashion Textile Designers
The above descriptions of new roles for designers are from the design disciplines 
of architecture, product, service and social design. The literature and practice that 
describes new roles for designers within a fashion and textile context is more limited. 
Fletcher & Grose (2012) discuss how new roles for fashion designers could bring 
about systems change: 
Fashion designers will move from working in the supply chain to working 
at the ‘hub’ of change – using their skills differently, envisioning change, 
organising it and enabling something different to happen. (2012, p. 162)
61
As mentioned above, the chapter structure of the publication includes ‘Transforming 
Products’; ‘Transforming Systems’, and concludes with ‘Transforming Practice’. In the 
final chapter, they define four new roles for fashion designers, using existing design 
case studies. These include: Designer as Communicator-Educator; Designer as 
Facilitator; Designer as Activist; Designer as Entrepreneur. While these four roles are 
useful to consider for their focus on clothing and fashion, the descriptions lack detail 
about the designer’s methods, approach and value. The roles described by Fletcher 
& Grose are also specific to fashion designers, not textile designers. 
There are several other examples of new design roles in the fashion and textile 
literature. Von Busch (2009) completed doctoral research on ‘fashion hacktivism’. 
He explored the emerging role of the fashion designer in relation to engaged forms 
of consumer participation and DIY. This research was from a fashion not textile 
design perspective, and was focused on the consumer. Holroyd (2013) completed 
doctoral research on amateur knitters, utilising an expertise in textile knit to develop 
participatory workshop methods to capture data. However, the focus was on amateur 
making rather than on the researcher/designer’s own practice. Ballie (2013b) 
completed doctoral research using facilitation and co-design methods with young 
fashion consumers. Ballie’s research has provided useful insight into the methods 
and role of ‘Designer as Facilitator’ from a textile design perspective, however the 
focus of the enquiry was on the facilitation of consumer behaviour rather than in 
industry. 
In conclusion, the sustainable fashion and textiles literature includes a minimal 
description of the methodology and approach of new textile design roles and 
practices. Tan identified that in discussing new design roles, the design literature did 
not account for: the key practice; how the roles expand the application of design; 
and what value the designer brings amongst other professionals and participants in 
design projects (2012b, p. 32). Similarly, the sustainable fashion and textile literature 
is lacking in granularity on the particular methods and value of a crafts-based textile 
design practice in sustainability contexts.  This thesis argues that the thinking and 
approach of crafts-based textile designers is of value in the transition to Level 4 
of Design for Social Equity. There are new roles for crafts-based textile designers 
in these transitionary contexts and these roles require a set of new skills and 
competencies.  Several of these new roles and skills will be described in detail in the 
following chapters. 
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4.7 Summary of Chapter 4
This chapter has outlined the contextual review for the research by considering 
established theory and practice in the fields of sustainable design; textile design and 
sustainable textile and fashion design. 
Part 2:
The Transitionary Practice Journey
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Chapter 5:
The Sustainable Textile Designer
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Fig. 10: Design for Change fashion images with bag prototypes
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This chapter begins by outlining the focused contextual review and articulating the 
research questions; then maps out the methods used, before giving an overview of 
the two projects Love & Thrift (2007) and Design for Change (2012). The chapter 
concludes with the results obtained during these projects that combine to represent a 
Sustainable Textile Design practice, and the insights that help build the framework for 
the Transitionary Textile Designer.
5.1 Introduction 
This chapter defines the founding practice of the researcher as a Sustainable Textile 
Designer.  Using two practice projects (the first project was undertaken prior to the 
PhD time period), the chapter explores the first stage of a fashion textile design 
practice that engages with sustainability strategies (See Fig. 11). The focus is on the 
‘outer’ dimensions of materials and technical processes and considering worker’s 
rights issues in production. This aligns with the third level of the Sustainable Design 
continuum, where designers consider both the technical and socio-cultural aspects of 
the lifecycle. Where in the further stages of the practice journey the designer moves 
‘beyond the swatch’ towards Design for Social Equity to become a facilitator and 
steward, here the practice is focused at the level of the cloth and involves the design 
and creation of material prototypes. 
Fig. 11: Timeline of Practice
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The first project Love & Thrift (2007), demonstrates a focus on recycled textiles. 
Following this project, the researcher was involved in the development of The TEN 
frame-work, that includes a range of sustainable design strategies from material/
technical through to socio-cultural aspects. The second project Design for Change 
(2012) shows a practice that extends The TEN strategy 7 Design for Ethical 
Production and is a systemic and inter-disciplinary approach to workers’ rights issues 
in garment production. This project shows the fashion textile designer moving outside 
the studio to engage with local communities. It also demonstrates the new skills and 
methods the designer needs in these socially-engaged, multi-disciplinary contexts 
including facilitation skills, visualisation of concepts and co-design processes for 
product prototypes.
Approach The TeN Project role
Green Design Single issue, 
product focused
Materials Choice, 
e.g organic cotton
eco Design Lifecycle 
approach, product 
focused
 TT 1, 2,3, 4, 5
Sustainable 
Design
System approach, 
product and 
service focused
TT 6, 7, 8 Ever & Again
Design for 
Change
Sustainable 
Textile Designer
Design for 
Social equity
Re-Design 
lifestyles, 
support social 
equity
TT 9, 10
Table 5: Design for Change (2012) on the Sustainable Design Continuum with The TEN
68
5.2 Love & Thrift (2007)
This Project was undertaken prior to the PhD study however it is included because 
it demonstrates a fashion textile design practice at the foundational level of the 
sustainable textile designer. There are other themes being explored including 
emotional durability and resourcefulness, however the designer is primarily 
concerned with materials and technical strategies that address sustainability. The 
project was included in the review of past practice, undertaken part way through 
the PhD journey (Chapter 7). The following description of the work was part of the 
reflective writing process from the review, using the first-person voice.
Fig, 12: Love & Thrift mac coat
The Love & Thrift jacket was an outcome of Worn Again (Earley 2006-2010), a three 
year creative research project exploring innovative methods for textile recycling. The 
aim was to explore how the textile designer could intervene in the linear supply chain 
as textiles become waste, and re-invent materials using textile design knowledge. 
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The term used was ‘upcycling’, adding value to the materials in their ‘second life’ 
(ref). The project explored the re-use of textiles through the lens of several themes 
– ethical production; systems and services design; long life/short life.  My work was 
titled Love & Thrift, a mac coat made from second-hand tablecloths, that had been 
plastic coated using recycled PVC.
Following a series of group workshops and seminars, each participant began their 
own design process. This was the first Project I undertook as a fashion textile 
designer and researcher that engaged with the sustainability agenda. My previous 
practice had no explicit sustainability values, however I began the design process 
using a method I had used in previous projects. The method has been defined 
as Creative Field (Re) Search, searching for and using second-hand textiles as 
inspiration for the design process. The reflective writing from the review of the project 
(Chapter 7) describes this creative field search process:
The thrill of rummaging through bins of used textiles, sensing the imprint of the 
owners of the textiles, and the previous lives these pieces were part of. Like 
Benjamin’s description of Baudelaire as the ‘rag picker poet’, who wanders the 
street recycling the detritus left over by our capitalist society, I rummaged in 
these bins, and used my ‘textile designerly ways of knowing’, to find my own 
meaning amongst these materials. (Vuletich 2014a)
For the Love & Thrift project, the search for textiles led me to a collection of second-
hand tablecloths with floral prints from the 1950’s and 60’s. I was instinctively drawn 
to the joyous and vibrant colours and prints, that reminded me of my grandmother 
and her home that I visited so often during my childhood.  I also purchased a 
collection of old polyester net curtains, and experimented with bonding textiles with 
plastics, using a heat-press. The design process did not involve any mark-making, 
drawing or development of print patterns, rather I was responding to patterns on 
existing second-hand textiles. I was also hand-embroidering over the bonding, and 
vice versa. The experiments and ‘play’ in the print room with process and materials 
were how I sought ‘answers’ to the research problem. 
A ‘pivotal moment’ was during a group tutorial when I showed the group the samples 
I had created. The samples of floral tablecloths that I had coated with plastic were 
deemed the most ‘successful’, but the question of how to scale the idea was a 
problem. One participant suggested I contact an industrial plastic coating company. 
I subsequently found a factory in the north of England that used recycled PVC and 
agreed to work with me. Although their minimum order for clients was 1,000 metres, 
they agreed to accept just five metres of my second-hand tablecloths, sewn together 
on a domestic sewing machine and hand-rolled. The coated fabric was returned and 
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I worked with a seamstress to make the fabric into a mac coat. The seamstress was 
asked to sew up the garment pieces so the pattern was mismatched or ‘off-grid’.
A project description was written for the Exhibition catalogue. The writing process 
revealed the concept of durability – the material durability of plastic coated fabrics; 
and the emotional durability (Chapman 2005) of a second-hand fabric that connects 
to the recipient through its nostalgic and vintage-inspired aesthetics.
During the Project, I also hand-stitched on small samples to explore different 
techniques and combinations of motifs. This technique was another area in which I 
could ‘play’ with fabrics, colours, motifs and yarn. In subsequent projects, I would also 
use this method as a way to process information from the ‘action’ or making stages. 
This technique of hand-stitching finally evolved into the most valuable reflective 
method used for the overall PhD research, described in Chapter 8.
It was during this project that I also developed my interest in the facilitation role. 
Through observing the facilitators during the Worn Again project, I began to 
understand the significance of a facilitator in a group learning context. I was also 
introduced to the use of creative tasks for activating innovative thinking and new 
ideas, that would become part of the PhD research.
This Project operates at Level 2 on the Sustainable Design continuum, focusing on 
a materials and technical approach to lifecycle thinking. The following project also 
demonstrates a practice operating at Level 2 of the Continuum, however here the 
designer is addressing the ethical production issues in the supply chain.
5.3 Design for Change (2012)
The project was a commission from a large American clothing company. The brief 
was to explore concepts of philanthropy and social enterprise for a fashion brand. 
The parent company owned several brands, and denim brand ‘7 for all Mankind 
Jeans’ was chosen as the target client (7 for All Mankind undated). The commission 
was one of ten exhibits in a sustainability section, as part of an Innovation Summit 
for the client. The section was curated using The TEN (Earley & Politowicz 2011) and 
was made up of prototypes that explored a range of sustainable design strategies. 
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5.3.1 Focused Contextual review
5.3.1.1 Social Impacts in Fashion Supply Chains
The social impacts of the textile and fashion industry are significant. Many of the 
workers involved in textile and garment production are poorly paid, work in unsafe 
conditions and are kept on temporary employment contracts with no employee rights 
(Dickson, Loker & Eckman 2009). The workers involved in garment production, or 
Cut Sew Trim (CST) factories are particularly susceptible, as garment production 
has a low use of technology and is highly labour intensive (Desai, Nassar & Chertow 
2012). 
More recently, fashion brands have developed Codes of Conduct in consultation with 
their suppliers that ensure workers are treated fairly and humanely. There is evidence 
to suggest however that social impact issues persist despite the measures such as 
Codes of Conduct and factory auditing (Galland & Jurewicz 2010). This is due to lack 
of communication between suppliers, brands and auditors; increased pressure for 
lower prices and faster lead-times on suppliers from buying teams; and differences 
in legal and cultural norms that determine worker’s rights and needs. There is not 
one solution to the systemic issues of social impacts in global supply chains. Jeremy 
Prepscius, from Business for Social Responsibility (BSR) explains:
[Garment workers’ issues] is a systemic issue …. Partly this is the normal economic 
development cycle of a country, and partly this is to do with the illegal exploitation of 
labour, encouraged by international buyers [from fashion brands]. (Prepscius 2013)
In many cases, the issues are created from a ‘perfect storm’ of factors involving 
the economic needs of a developing countries transitioning out of poverty, the 
compulsive demands of fashion consumers, and a global financial system that 
supports consumption-based well-being. 
From a fashion brand perspective, there is work being done on improving purchasing 
practices of buying teams ensuring designers do not make last minute changes that 
directly impact workers. However, there is a lack of focus on educating designers of 
the potential impacts of all design decisions on workers (Parker 2012). For example, 
certain embellishments such as beading are labour intensive and if the factory has 
not managed the production process properly, workers will be required to work over-
time to complete the order. 
This project takes the position that the current approaches to managing social 
impacts in the supply chain are highly fragmented and do not utilise the valuable 
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skills of the designers in the organisation. The project takes inspiration from a 
forward-thinking approach to managing social impacts called ‘Beyond Monitoring’ 
(BSR 2007). In this approach, businesses are encouraged to take responsibility for 
their activities and provide comprehensive support to workers beyond monitoring, 
including work-place training and education. This approach recognises the systemic 
challenges inherent in social impact issues and prototypes initiatives that involve 
multi-stakeholder dialogue with local trade unions, government and brands. These 
initiatives are often the domain of corporate responsibility departments (CSR) and 
do not involve designers at either the product or strategic level. The aims for the 
project were to propose design-led solutions at both the product level and strategic 
level.  This approach moves the discussion beyond monitoring and beyond design for 
ethical production.
5.3.1.2 beyond Design for ethical Production
The practices and methods for the fashion or textile designer to support workers 
in garment factory production is under-researched. Fletcher & Grose (2012) 
identify actions by a fashion designer that are focused at the material, garment or 
production level. At the garment level, the choices for designers are to choose an 
audited/assessed factory and at production level to establish vertically-integrated 
production or work with artisanal craft communities. The TEN strategy 7, Design for 
Ethical Production also outlines a similar range of approaches. In both the TED and 
Fletcher and Grose definitions the approaches lack granularity. The approaches are 
also primarily based on the designer choosing available options (materials, audited 
factories) rather than pro-actively assembling new configurations of methods or 
business models. There is also little distinction between production workers in small-
scale craft contexts or workers in larger-scale factory production, such as Cut Sew 
Trim (CST). 
There are several case studies of designers or SME-size fashion companies working 
with small, traditional craft communities to ensure workers are treated and paid fairly, 
for example People Tree (People Tree 2001). These examples are often utilising 
the Fair-Trade certification scheme or cooperative structure as a framework for 
fair labour. However, there is a lack of case studies of designers working in a Cut 
Sew Trim garment factory context. This may be due to this type of design activity 
and knowledge occurring in fashion brands and industry contexts, and as such is 
considered proprietary knowledge.
5.3.1.3 Design for Social Innovation
This project is proposing that designers can have a central role in the social 
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responsibility strategy of fashion brands and in local communities in which garment 
production occurs. In a fashion/textile industry context, there is a lack of examples of 
designers practicing at the level of systemic design in a supply chain that supports 
social needs. There are case studies of small fashion businesses that support local 
employment and training (Remade in Leeds 2009) (Social Studio 2009) however 
in these cases the production is small-scale and does not occur in a Cut Sew Trim 
factory as part of a brand CSR strategy. 
As described in the Sustainable Design continuum and The TEN frame-work, the 
fourth level of Design for Social Equity is where the designer can be involved in the 
re-design of lifestyles and individual well-being. Manzini advocates for designers at 
this level to support individuals and communities through a process called ‘social 
innovation’. Social Innovation describes an innovation process that serves society 
rather than the market. The term is defined as ‘new ideas (products, services and 
models) that simultaneously meet social needs and create new social relationships 
or collaborations… innovations that are both good for society and enhance society’s 
capacity to act’ (Murray, Mulgan & Caulier-Grice 2010). A key characteristic of social 
innovation is that it occurs often in the boundaries between the third and private 
sectors.
 
There has been increasing interest and discussion on the role of designers in social 
innovation processes (Brown & Wyatt 2010) (Tan 2012a) (Manzini 2010b). Designers 
have been testing an approach that focuses on the ability of design to solve complex 
(social) problems called ‘design thinking’. While the design thinking process is often 
hard to define and iterative, Brown and Wyatt (2010) simplified the process into three 
key stages: 
•	 ‘Inspiration (the problem or opportunity that motivates the search 
for solutions); 
•	 ‘Ideation’ (generating and developing ideas and prototypes); 
•	 ‘Implementation’ (takes the project into people’s lives) 
Design toolkits have been developed that provide methods and approaches for 
designers and other stakeholders working in social contexts. The toolkits were 
developed by researchers based on observations of how designers practice (Kimbell 
& Julier 2012) or by designers themselves who have recorded their methods and 
processes as useful knowledge for others in social settings (IDEO 2009). 
The interest in design thinking for solving social problems is also evident in the 
emergence of ‘hackathons’.  The researcher had attended a ‘Green Hackathon’ in 
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Sweden (Green Hackathon 2011) in which web developers, designers and data 
experts worked together on prototyping concepts for communicating sustainability. 
The event utilised the method of a ‘hackathon’, a rapid and collaborative way to 
create solutions to problems using design thinking. The ‘hackathon’ method was also 
the primary method used by Good for Nothing/Pipeline Projects (Good for Nothing 
2012), chosen by the researcher as the project collaborators. Tom Rowley from Good 
for Nothing defined this method as a ‘Design-a-thon’. Designers, brand and web 
developers work with third sector organisations to prototype new brand strategy. This 
project takes inspiration from these social design methods and attempts to test such 
an approach for a fashion company’s corporate responsibility strategy.
5.3.2 research Questions
There is a project-based research question that has been developed from the over-
arching research question:
 What is the ‘design opportunity’ in a garment factory context that extends
  Design for Ethical Production; and how can a designer practice at both product
 and system level to explore social impacts in the supply chain?
This research question meets Objective 2: To explore new practices for fashion textile 
designers in industry that extend TED’s The TEN to Design for Social Equity.
5.3.3 research methods
PLAN Reading      Thinking      Develop Proposal       Purposeful Dialogue
ACT Creative Collaboration Case Study Review   Co-Design Workshop
reFLeCT Written Report  Purposeful Dialogue
SHAre Academic Paper     Exhibition
Table 6: Design for Change Methods
5.3.3.1 PLAN
In the first stage, the project brief was developed with the client and TED 
Researchers (Earley and Politowicz). Tom Rowley from the Pipeline Project (PP) 
team of management consultants and brand strategists was identified as the main 
collaborator (Good for Nothing 2012). A document was generated for the client that 
outlined the exhibition concept, the budget, the deliverables for the researcher and 
the collaborator. 
A method was developed at this stage of the project called Purposeful Dialogue. 
This was a type of dialogue with either collaborators (to identify shared vision/
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goals and reflect on outcomes) or with industry experts (to understand a person’s 
perspective and gain feedback on outcomes). These interactions contained aspects 
of the traditional qualitative methods of interviewing, as described by Fontana & Fey 
(1994). Similar to an unstructured interview, the researcher had a set of open-ended 
questions that were pre-planned but remained open and willing for the dialogue to be 
led partly by the other person. The purpose was to gain professional insight from the 
person, while also to remain open to co-creating shared meaning around the topic of 
discussion. All the conversations were initiated by the researcher, recorded digitally, 
and notes were made in situ. Several of the dialogues were transcribed from the 
audio however none were analysed using traditional qualitative analysis. 
The first Purposeful Dialogue took place with an expert in workers’ rights issues 
(Parker 2012). Several of the points made by the expert (missing research on the role 
of the designer; and the need for a systemic approach) verified the researcher’s initial 
hunches and provided confidence for the direction of the enquiry. 
5.3.3.2 ACT
For this project, the primary action method has been defined as Creative 
Collaboration. This is a method of creative practice for research that involves 
collaboration with partners. In this method, the enquiry begins from a problem or set 
of questions that arise from practice and the answers are sought in collaboration with 
others. It involved development of the concept with the Project Collaborator; review 
of case studies; the Co-Design Workshop; the development of the film/animation and 
exhibition of the product prototypes/business model concept to the client.
5.3.3.3 reFLeCT
The third stage of the research methodology was reflection on the action. A written 
report was generated that outlined the proposal, methods, and outcomes. The 
project collaborator Rowley/PP was engaged in Purposeful Dialogue to reflect on the 
collaborative aspects of the project and outcomes (see Appendix III).
The second Purposeful Dialogue at this stage took place with an independent 
expert in CSR strategy in the fashion industry (Cakmak 2012). The insights from this 
expert contributed further understanding to the project context and the barriers to 
implementing the concept in industry.
5.3.3.4 SHAre
In the fourth stage, the results and insights are shared. The film was shown at the 
client exhibition in North Carolina, USA in March 2012 along with the three bag 
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prototypes. An academic paper was written and presented at the EAD Conference in 
Malmo, Sweden in April 2013. Three articles on Design for Ethical Production were 
written for the TED/Project Textile Toolbox platform between 2012 and 2013 (see 
Appendix IV).  
5.3.4 results and Discussion
This section includes a discussion of the research outcomes and methods used 
during the research process. 
5.3.4.1 Concept 
The researcher generated an initial visualisation of the concept based on the notion 
of a formula or toolkit (Fig. 13). The researcher had several meetings with Rowley/PP 
to decide on the concept. 
Fig. 13: Visualisation of initial concept for Design for Change project
The final concept that was developed was a Corporate Social Responsibility strategy 
(CSR) for the brand that was led by a designer. The concept proposed to bring key 
staff together from the factory in Los Angeles with the local community to create 
a new business model. Using the ‘design-a-thon’ method the group would work 
collaboratively to identify the social needs in the community and how the brand 
could partner with local stakeholders to support these needs. To provide a tangible 
example, an existing social enterprise in the Los Angeles area was identified. The 
designer from the brand would establish a ‘Design Lab’ in the neighbourhood to 
operate as a production and design centre. The centre would make product using 
denim waste and train people in garment/product manufacture. 
5.3.4.2 Co-Design Workshop
Two professional designers (a craft-based textile designer and a fashion accessories 
designer) were engaged to work collaboratively with the researcher on the 
development of product and textile prototypes. The design brief for the product 
samples was multi-faceted:
Responding to a waste stream: Three sources of denim waste were to be considered 
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from the supply chain:
1. Post-consumer waste - Returned denim jeans from a consumer take-back 
scheme. The materials in a pair of jeans have a restricted width, length etc. and 
the design had to account for this restriction.
2. Pre-consumer waste - Denim waste from the cut and sew process. The 
exact sizes of materials from this process were predicted, based on industry 
feedback.
3. Pre-consumer waste - End of rolls from the denim mill, which have a restricted 
size/length.
Responding to a social need: To develop a viable production framework that offers 
employment and skills training to people from the community. To ensure that the 
products that are developed are easily produced by people with a low level of 
garment production skill.
Responding to a consumer group: To design a range of products that are desirable 
and ‘on trend’ suited to the brand’s target consumer group and price point.
An Inspiration/Mood Board was created by the researcher (Fig. 14) that included 
visual research on a nautical theme. The images chosen included details of textile 
techniques (dip dye, braiding, patchwork, Japanese ‘boro boro’); finishing techniques 
for denim; fashion models wearing styled outfits; and different product types. This set 
of visual images based on a theme would act as an aesthetic and material guide for 
the designers. 
   
Figs. 14 and 15: Mood Board created for Workshop by the Researcher (left) and the two designers at 
Co-Design Workshop (right)
The workshop took place in the researcher’s studio in London over a full day in 
February 2012 (Fig. 15). The bags involved two design processes – the design of the 
textiles and the product design of the bag. The researcher facilitated both processes 
with the designers working together in the same studio space. This created a close 
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synergy between the processes. These two processes will be described separately.
Textile Sampling
The primary textile technique used for the sampling process was quilting and 
patchwork. This technique carries both material and symbolic meaning. Patchwork 
uses simple geometric shapes to make the most efficient use of material and was 
traditionally a resourceful way to re-use textiles and cloth in the home. As a hand-
made object, quilts also carry ‘emotional durability’ as they are often handed down 
through family generations and cherished for the associated memories (Harper 
2005). The textile designer Katherine May had collaborated with the researcher 
as part of the bricolage collective. May developed a range of sample patchwork 
techniques, based on traditional patterns. The process was an iterative exploration of 
playing with contrasting colour and fabric and considering the three different types of 
denim waste.
Three different designs were developed (Fig. 16):
1. Chevron – based on a traditional patchwork pattern called ‘resilience’; using 
the white and navy pre-consumer mill denim. 
2. Gradation –a simple pattern made up of wide stripes of gradating shades of 
denim, using denim from all three waste stages.
3. Ripples – a wave-like pattern made from the pre-consumer waste during the 
Cut Sew TrIm process
    
Fig. 16: Three textile designs, left to right – Chevon; Gradation and Ripples
Product/bag Sampling
A professional bag designer was also engaged. The brief was based on the 
Inspiration Board themes and consideration was given to the skill level of the 
production workers who would be manufacturing the products. The first stage was 
to develop several prototypes of bag shapes in miniature using cotton calico. Two 
designs were made up into full size prototypes, defining measurements and trim 
options.
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5.3.4.3 Animation
The concept for the client exhibition had initially been developed based on the denim 
brand that manufactured in Los Angeles. Discussions with the client resulted in the 
concept being adapted to all brands with supply chains in different global regions. 
The researcher and Rowley/PP agreed to produce a short film and animation 
that communicated a more generic concept that could be adapted by any of the 
client brands. An animation and script was developed to demonstrate the benefits 
and opportunities of a social business concept for a fashion brand (Fig. 17). The 
researcher wrote the animation script with feedback from Rowley/PP (see Appendix 
V). An animation designer was then briefed and the researcher created a storyboard 
using the script and further sketches. 
Fig. 17: Stills from animation/film for Design for Change
The animation was embedded into a short film that contextualised the concept for the 
exhibition. Rowley/PP produced and edited a 5-minute film using available footage 
from the Internet combined with interviews of the researcher and Rowley/PP. 
5.3.4.4 beyond Design for ethical Production towards Design for Social   
Textiles
The existing approach of designers to supporting garment workers in factories 
outlined by Fletcher and Grose (2012) and TED (2011) was to either choose a 
supplier factory that had been audited/assessed or establish a vertically integrated 
production unit. The options are primarily based on the designer choosing available 
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options rather than pro-actively assembling new configurations of methods, 
approaches or business models.   There was also little distinction between production 
workers in small-scale craft contexts or workers in larger-scale factory production, 
such as Cut Sew Trim (CST). The concept that was developed was an example of 
a Design for Social Innovation approach that prioritises individual and community 
well-being, in a fashion industry context. The designer is encouraged to work pro-
actively at both the product and strategy level and to develop a new social business 
model that can ‘bolt on’ to an existing fashion manufacturing business. While Manzini 
advocates for designers to work outside the production and consumption paradigm, 
this concept is a radical re-interpretation as it takes place within an industrial, factory 
setting. This concept also sits on the borders of both an enterprise to support the 
social needs of a local community and the financial needs of a for-profit fashion 
business.
The challenges for the concept were to demonstrate such an approach without 
actually engaging in a local production or community context. The other challenge 
was to understand how an approach would apply to the ‘real world’ contexts of 
fashion brands. Feedback from the client and dialogue with experts suggested there 
was a range of barriers:
•	 global supply chains and fragmentation means that fashion brands have little 
autonomy or control over supplier factory management and therefore workers
•	 lack of understanding within fashion brands to understanding their responsibility 
to local communities and individuals in which they operate
•	 the limited role of the designer in organisational structure of fashion brands to 
effect change for production workers
A Design for Social Innovation approach is more viable in contexts where the 
designer has agency outside of organisational structures and closer to local 
communities. A case-study framework was developed at the conclusion of the project 
demonstrating such an approach called Design for Social Textiles (see Appendix X). 
5.3.5 Reflection on methods used 
There were several methods used during this project that were new for the 
researcher as a practitioner. There was also the need to understand the project and 
methods used for academic purposes. 
The key methods used for this project were identified following a reflective mapping 
process based on the double diamond framework (Fig. 18). There were two parallel 
aspects of the project – the development of the business model concept and the 
development of the bag prototypes. Both of these processes involved unique 
methods. 
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Fig.18: Visualisation of methods and process
PLAN – At this stage a method was created that is defined as Purposeful Dialogue. 
Initially it was titled ‘Ask an Expert’ and was a dialogue with industry experts. In 
conjunction with the literature, it was a useful method to understand the ‘real world’ 
context of global supply chains and sustainability. 
ACT – During the action stage, the researcher was facilitating the collaboration with 
Rowley and directing the co-design workshop. The researcher trialled a range of new 
methods and skills including:
•	 creative collaboration with brand/social business experts for a CSR strategy in  
a fashion brand;
•	 facilitation of group meetings to develop a shared agenda; 
•	 an understanding of methods being used in social innovation contexts;
•	 facilitation of a co-design process for material prototypes;
•	 communicating concepts through film/animation;
REFLECT - The reflection on action at the conclusion of the project involved the 
writing of a report and Purposeful Dialogue with industry experts. There was little 
understanding of the more deeply, reflective methods such as reflective writing or 
textile making, that would be used in the later stages of the research journey.
5.3.6 Reflection on collaboration
The collaborative partnership with Rowley/PP was a valuable aspect of the project 
and outcomes. Rowley/PP provided expertise as an industry consultant with a 
range of skills and methods that were introduced to the researcher including 
facilitation, project management and the use of visual tools such as animation/film for 
communicating concepts. 
The collaboration with Rowley also highlighted the unique value of a fashion textile 
designer in a strategic project for industry. Rowley reflected on the importance of the 
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prototype bags as representations of the business concept:
 That is why I think it was good, it may not have been a fully-fledged social
 business, it was ‘engineered’, but what is good is that there is a tangible
 product [the bags]. (Rowley 2012)
As a strategic design concept, the project could have presented a written report 
or animation/film to the client. The collaboration with a fashion textile designer 
meant there was a material prototype for communicating the concept alongside the 
animation/film. 
5.3.7 Reflection on industry and academic tensions
The project was both a commission/brief from an industry client and a creative 
research investigation for academia. These two different agendas created certain 
tensions. On the one hand, an industry brief presented a unique opportunity to trial 
a range of questions based on practice. In reality, the project revealed the many 
barriers and limitations to the concept being implemented.  The client was the largest 
fashion/apparel group globally and owned a collection of different fashion brands with 
different consumer needs, supply chains and brand values. The feedback suggested 
the client representatives often had a narrow frame of thinking due to their focus on 
economic imperatives and the ‘bottom line’. Dialogue with several representatives 
also highlighted that fashion manufacturing businesses are highly conservative and 
risk-averse in their business operations. There were also changes to the brief part 
way through the process (from one brand based in the USA to all brands globally). 
This restricted the creative potential for the project outcomes. The restrictions 
imposed by the ‘real world’ context of fashion manufacturing was in contrast to the 
experimental nature of a creative research enquiry. 
5.3.8 Reflection on practice
The initial research questions were to investigate how a fashion or textile designer 
can move ‘beyond the swatch’ into the social design space of local communities 
and ethical garment production. The focus had been on emulating the practice 
demonstrated in the social design discourse and activity. The project concluded with 
no real understanding of the value of a crafts-based fashion textile design practice in 
collaborative and strategic contexts. This lack of understanding translated as a form 
of un-confidence in the skills and competence of the researcher:
 I am now a ‘hesitant social designer’, who wants to engage in social 
 design practices, but lacks skills or confidence. (Vuletich, 2014)
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Partly, the lack of confidence was because the project had not taken place in a ‘real 
world’ setting of a community or social context. This meant the enquiry remained as 
an abstract notion that had no real conclusion or findings. There was also a lack of 
feedback from the industry client. A visualisation was done at the conclusion of the 
project (Fig. 19) that demonstrates the uncertainty of the researcher within the wider 
design activity/disciplines:
                                              
Fig. 19: Visualisation from a sketchbook at the conclusion of project 
The researcher practitioner hovers between the two disciplines of social and textile 
design. The researcher was beginning to understand there were differences in 
approach between a social designer (using the methods of design thinking) and 
a crafts-based fashion textile designer in new social contexts. Yet there was no 
articulation or representation of this in the literature. The subsequent review of 
literature and past practice would provide confidence in the skills and methods of the 
researcher in the following stage.
5.4 Addressing the research Questions 
The above discussion is based on the outcomes and findings from the Design for 
Change project. This section will now discuss the findings in relation to the project-
based research questions that address Objective 2: To explore new practices for 
fashion textile designers in industry that extend TED’s The TEN to Design for Social 
Equity.
What is the ‘design opportunity’ in a garment factory context that extends Design for 
Ethical Production (TT7)?
•	 A Design for Social Innovation approach to supporting garment workers 
extends TT7 strategy Design for Ethical Production to include collaborative 
design and/or product design that supports employment  
•	 A Design for Social Innovation approach to corporate social responsibility 
strategy moves the discussion beyond monitoring to identify and leverage 
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existing assets in supply chains (people, materials, skills) 
 How can a designer practice at both product and system level to explore social
 impacts in the supply chain?
•	 The designer will need to collaborate with strategy/brand/ social business 
experts to create new products and business models
•	 The designer will require new skills in facilitation and project management to 
practice at the system level
5.5 Conclusion and Next Steps
The aims of Objective 2 were to explore new practices for fashion textile designers 
in industry that extend TED’s The TEN towards Design for Social Equity. Design 
for Change was the start of the journey to address this objective. A previous project 
Love & Thrift (2007) was also included in this chapter to demonstrate a foundational 
sustainable textile design practice. These projects align with the third level of 
the Sustainable Design continuum, where designers consider both the technical 
and socio-cultural aspects of the lifecycle. For the Design for Change project, the 
founding strategy was TT7 – Design for Ethical Production. The practice aimed 
to explore a systemic approach to supporting garment production workers. The 
opportunity was also to extend an understanding of corporate responsibility to 
production workers beyond factory auditing and monitoring.
The project successfully demonstrated new approaches to a design practice that 
operates at both the product and system level for sustainability in a fashion/textile 
context. The industry client brief provided a unique opportunity to explore the 
‘real world’ issues and concerns of industry and to gain feedback on possible new 
models and approaches. The researcher practitioner was exposed to a range of new 
skills and methods with experts in social innovation methods, brand strategy and 
communications. The project also established a unique research method that would 
be utilised in subsequent projects, purposeful dialogue.
The initial aims of the project were motivated by the activity in the Design for Social 
Innovation space. For various reasons, the project never engaged with a real 
community or social issue and this was a weakness in the project overall. The project 
also concluded with a sense of uncertainty and un-confidence in a crafts-based 
fashion textile design approach. However, this perception would be transformed 
through the insights from practice and theory in subsequent stages. 
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Following this project, the Confirmation examiner (May 2013) suggested further 
research could take place into the unique qualities of fashion textile designers 
who are operating in social design contexts. This suggestion was the catalyst for 
the review of past practice and the review of the design/textile thinking literature, 
described in Chapter 7.
The next stage of the research journey demonstrates a practice that moves 
to the next level of the sustainable design continuum as a Design Facilitator. 
The practitioner researcher moves ‘beyond the swatch’ to become a facilitator 
of designers in Swedish industry and to begin exploring the role of values in 
sustainability.
Creative outcomes included:
•	 a collection of three bag prototypes made from denim waste; 
•	 series of fashion photographs visualising the bags;
•	 a social business concept communicated with film/animation;
Academic/written outcomes included:
•	 a framework called Design for Social Textiles;
•	 an academic paper;
•	 three articles for Textile Toolbox web platform
Vuletich, C. (2013) ‘We are disruptive: New practices for the Textile/Fashion Designer 
in the Supply Chain’, Crafting the Future European Design Conference, Gothenburg, 
Sweden, 17th – 19th April (See Appendix VI)
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Chapter 6:
The Design Facilitator
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Fig. 20: The Researcher as a co-facilitator during an industry workshop, Stockholm 2013. This image 
demonstrates the researcher slightly removed from the action, beginning to reflect on the deeper, 
‘inner’ dimensions through more intimate conversations with participants.
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This chapter begins by articulating the research questions, then maps out the 
methods used, before giving an overview of the workshops at H&M and SFA. The 
chapter concludes with the results obtained, how the practice evolved to that of a 
Design Facilitator, and the insights that help build the framework for the Transitionary 
Textile designer.
6.1 Introduction
This chapter describes the next stage of the practice role as a Design Facilitator. Using 
two sustainable design workshops in Swedish industry as part of TED/Project 3’s 
research (H&M and SFA 2013), the chapter demonstrates a designer moving ‘beyond 
the swatch’ of the Sustainable Textile Designer to act as a consultant Design Facilitator 
in industry (See Fig. 21). The TEN framework advocates for a systemic, lifecycle 
approach to sustainable design that requires engagement with a complex set of factors. 
The Design Facilitator in this context uses the TEN frame-work to support participants 
through a design thinking process, creating new possibilities for fashion product design 
and business models. Whereas the role of a Design Facilitator is relatively new in the 
design literature, this chapter outlines the unique methods and approach that fashion 
textile designers bring to the discussion. 
Fig. 21: Timeline of Practice
There is also a short discussion on the new skills and attributes fashion textile designers 
need when engaging in industry as sustainability consultants, based on the consultancy 
and training programme the TED team underwent prior to the industry work, between 
2011-2012.
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The second part of the chapter describes how the ‘inner’ dimensions of sustainability 
was emerging as an important aspect in the research. The TEN frame-work did not 
account for the more reflective, personal aspects of the sustainability agenda. A focus 
on the material/technical aspects of the lifecycle is not sufficient to effect sustainable 
change and the designer needs to understand the ‘fourth element’ of sustainability 
- the human/personal. A new facilitation tool called TED Green Question Cards was 
developed to accompany The TEN workshop cards and support a dialogue on personal 
aspects of sustainability. This tool can be used to facilitate dialogue on motivations and 
values that drive sustainability behaviours amongst designers, consumers or industry 
stakeholders.
6.2 research Questions
There is a project-based question for the workshops that has been developed from 
the over-arching research question:
What unique methods and qualities do fashion textile designers bring to the role of a 
consultant Design Facilitator in industry; and how can the TEN cards be extended to 
include individual values in sustainability?
These research questions meet Objective 2: To explore new practices for fashion 
textile designers in industry that extend TED’s TEN to design for Social Equity and 
Objective 3: To understand through practice the importance of individual values in the 
context of Design for Social Equity.
6.3 research methods
     
PLAN Reading      Thinking      Develop Workshop Tool
ACT Creative Facilitation Test Workshop Tool
reFLeCT TED Reflective Questionnaire
SHAre Academic Paper     Workshop Tool
Table 7: Industry Workshops Methods
PLAN
The workshops were planned and developed by TED/Project 3 members with some 
input from the researcher. The workshop tool for the second workshop was also 
developed at this stage.
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ACT
For both workshops, the action/practice was a form of workshop facilitation, being 
defined here as Creative Facilitation. Facilitation is a process of intervention to 
help a group of people identify and solve problems and/or make decisions (Herbert 
2010). In this research, the researcher was involved in facilitating participants though 
a creative, innovation process for sustainable fashion and textiles. This position 
was used to observe and understand the role of the fashion textile designer as a 
facilitator, and to explore creative methods for facilitating a dialogue on values.
Both the workshops were structured to follow an adapted Decision Making Diamond 
process that included: conducting a pre-survey to gauge participants’ knowledge 
levels; framing the question; exploring options creatively; evaluating and agreeing on 
outcomes; implementing; and a post-survey to gauge participant’s new knowledge. 
The Green Question Card workshop tool in the second workshop was tested as a 
‘warm up’ exercise to the TEN workshop agenda.
REFLECT
The researcher completed a Reflective Questionnaire immediately after the 
workshops (see Appendix XII), to gain insight into own experiences immediately 
after the event. It was composed of six questions, completed individually by each 
facilitator from the TED team following the facilitation of workshops.  As a team of 
researchers collaborating on the design and delivery of group learning workshops, 
these questionnaires were also shared amongst the TED team to provide different 
perspectives on the facilitation experience.  Dialogue with TED members also 
allowed for further reflection and synthesis of the experience. 
SHARE
The insights were shared in an academic paper and the design of the TED Green 
Question Cards as a digital workshop tool.
6.4 Workshop 1 – H & M (2013)
This workshop was the first of two that were undertaken with Swedish fashion 
industry participants. This workshop demonstrates the fashion textile designer 
in a Design Facilitator role, working with the TEN methodology in a large fashion 
organisation – Mistra Future Fashion industry partner Hennes & Mauritz (Hennes & 
Mauritz undated).  The brand chose to focus on the technical aspects of sustainable 
design only (TT 1-5 materials; technology; processes) and the socio-cultural aspects 
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(TT 6-10) were not addressed. This constraint effected the PhD enquiry, which was 
planning to identify a potential project based on ethical production issues within 
the organisation TT, no 7 Design for Ethical Production.  During the course of the 
workshop period, the PhD enquiry shifted to explore socially- engaged practices 
of fashion textile designers in facilitation contexts, based on the researcher’s own 
experience as a facilitator. 
The training programme was delivered to buying office staff in their Stockholm 
headquarters. The programme included a 60-minute inspirational lecture (delivered 
by Earley) delivered to 350 buying office staff (March-August 2013). This was 
followed by three four-hour workshops to thirty staff in the New Development Team 
made up of designers, pattern cutters, and production staff (see Fig. 22). 
Fig. 22: TED/ Project 3 project plan for H & M workshops
The TED/ Project 3 team developed a programme that encouraged innovative ideas 
for the re- design of existing garments or products. Participants used the HIGG 
index (Sustainable Apparel Coalition 2012) a framework and open-source tool for 
assessing the environmental impacts of textile products, to evaluate and score the 
redesign work. The programme aimed to enable participants to make use of the new 
ideas quickly and economically within a fast-moving commercial context. The TEN 
workshop methodology was adapted to a large fashion company context. Rebecca 
Earley was the Lead Facilitator; Kate Goldsworthy and the researcher were Co-
Facilitators. 
Prior to the engagement, the researcher and TED team underwent a suite of 
professional training courses to develop skills and competency in industry consulting 
roles. There will also be a short discussion of the new skills and attributes for fashion 
textile designers moving into Design Facilitation roles to support sustainable change 
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6.4.1 Focused Contextual review 
6.4.1.1 Design Facilitators 
The role of the (fashion textile) designer as a facilitator began to emerge as an 
enquiry during this stage of the research. The opportunity to facilitate designers in 
Swedish industry would provide insight on the role and the unique characteristics of 
fashion textile designers as Design Facilitators.  
The role of a facilitator emerged from the industrial organisation literature in the 
1960’s, to respond to the increasing complexity in organisations and society (Tan 
2012). Herbert explains that ‘facilitation is a process of intervention to help a group 
of people improve their effectiveness, in regard to….the way they identify and solve 
problems and/or make decisions” (Herbert 2010, p. 381) The facilitator guides group 
processes and aims to enable the group to achieve desired ends. Another goal is 
to ensure that participants learn from being part of the process, and the facilitator 
provides tools to participants for reflection on the experience.  
The role of facilitator has also become increasingly important in social change 
contexts. The complex challenges of social issues such as climate change and 
access to health services have created a need for multi-stakeholder dialogue and 
collaborative decision-making among individuals, communities and organisations. 
The researcher was exposed to a range of facilitation methods and approaches 
through involvement in the Transition Town Brixton (TTB) community, including 
the World Cafes methodology (World Cafe Method 2012) In 2010, the researcher 
attended a one-day ‘un-conference’ to explore and practice the skills of facilitation for 
social entrepreneurs (Decision Lab 2011). In a traditional role, the facilitator sets the 
parameters or agenda for action. In these more experimental methods, the facilitator 
is co-creating the parameters and agenda with participants and the overall aim is 
towards a sustainability outcome.
The role of the designer as a facilitator has also emerged from a shift towards more 
complexity in the profession and in wider society. Some have described designers 
as intrinsically playing the role of facilitator, using skills such as empathy, listening, 
observations and synthesis to bring different stakeholders and perspectives together. 
While this may be the case, it is important to identify and discuss the unique 
attributes and approaches of the (Fashion Textile) Design Facilitator for the design 
discipline. The most useful literature on the role of designers as facilitators is from 
Body, Terrey & Tergas (2010) and Tan (2012). These discussions are based on 
service or social designers utilising user-centered or design thinking methods with 
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participants from the public or social sector. The context for the workshops at H & 
M was the facilitation of a design process in a private sector organization towards 
sustainability outcomes. 
Tan states that the primary characteristic that sets a Design Facilitator apart from a 
normal facilitator is the process of design thinking. Where a normal facilitator may be 
involved in analysing an existing situation to identify problems or barriers, a Design 
Facilitator emphasises future possibilities. This process is fundamentally constructive 
and optimistic. The difference is evident in the different methods used. The Design 
Facilitator uses methods to stimulate creativity and imagination whereas the normal 
facilitator uses analytical tools such as SWOT analysis or Venn diagrams (Body, 
Terrey & Tergas 2010). For the TEN workshop methodology, the TED researchers 
were leading participants through the re-design of existing garment designs for 
sustainability gains. Participants were encouraged to suspend rational thinking or 
limitations of professional roles to propose new approaches to garment design, 
production, use and disposal.
Tan has defined four characteristics of the Design Facilitator, based on observations 
of social designers. Two of these characteristics are:
1. Leading people through a design process - Designers make the process 
explicit and build a shared intent
2. Populating the process with flexible methods – Designers often suspend 
ownership over methods and they are willing to draw on methods from a range 
of disciplines; they are also flexible about which methods are used in each 
context.
Two of the characteristics will be used to frame the discussion of results.
6.4.2 results and Discussion
This section includes a discussion of the research outcomes and methods used 
during the research process. 
6.4.2.1 Design Facilitators 
The literature on designers as facilitators is minimal however Tan (2012) has provided 
four characteristics of a design facilitator as distinct from a normal facilitator. Two of 
these characteristics will be used to guide a discussion, based on the observations of 
the TED team and on the researcher’s own experience as a facilitator.
94
1) Leading participants through a design process – In any facilitation event, the 
facilitator guides the group processes and aims to enable the group to achieve 
desired ends. In a normal situation, the desired ends may be to analyse an existing 
situation to identify problems or barriers. However, when a design facilitator is 
involved the process is a design process, which is fundamentally constructive and 
optimistic, rather than analytical and theoretical. This type of process requires the 
design facilitator to guide participants through a series of stages that are similar to 
the design thinking process – observation/framing the question, ideation/exploring 
creative options, evaluation, and finally implementation. Participants are encouraged 
to understand the problem or context, suspend their judgement or limited beliefs on 
what is possible, and to think creatively to imagine ‘possible futures’ (Walker 2013b). 
The workshops at H & M followed a similar trajectory, with participants being led 
through an adapted ‘Decision Making Diamond’ framework (Earley et al 2016, 
p.67). The first workshop was the first stage of framing the question. During this 
session, participants were asked to perform a ‘garment audit’ to understand the 
existing environmental/social profile of the garment design. The other task was to 
analyse a range of case studies on the latest innovations on sustainable materials 
and processes, to understand what is possible. The second workshop was aimed to 
explore options creatively. Here, the participants were asked to re-design the garment 
to improve the environmental/social impacts, using the case study examples. The 
third workshop was an evaluation and agreeing on outcomes. Here the participants 
went through another re-design process, and used the HIGG index to score the 
improvements. These scores were shared with the group and a discussion followed 
on these outcomes. The fourth stage was implementation, in the form of the final 
TED/Project 3 report (Earley et al 2016).
The role of the design facilitator is to maximize the participants’ opportunity to 
create new possibilities or outcomes. It is beneficial for the facilitator to be a 
designer themselves to understand the design thinking process from an experiential 
perspective. The researcher and the TED team understood this process implicitly 
and were able to guide the participants through the process. The benefits of the TED 
facilitators as designers, was confirmed by the client host:
 It makes a difference that Becky, Clara and the TED team are designers.  
 So much – you do get the same language as the designers here, so of  
 course that’s an advantage. (Ward in Earley et al 2016, p.184).
The notion that the researcher and TED team spoke the same ‘language’ as the 
participants, suggests the particular design knowledge of the TED facilitators as 
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(fashion textile) designers. 
2) Populating the process with flexible methods – The methods and tools used 
by facilitators are an essential aspect of the role. While the normal facilitator uses 
analytical tools such as SWOT analysis or Venn diagrams, the design facilitator 
uses methods to stimulate creativity and imagination. Tan explains that designers 
often suspend ownership over methods and they are willing to draw on methods 
from a range of disciplines. She also describes how designers are flexible about 
which methods are to be used in each context. In the planning stage, the TED team 
collaborated with Phil Hardridge (iDenk 2006-2015) to develop a range of methods 
and tools for the workshops. Four of these methods will be outlined below:
Toolbox
This method demonstrates how (textile) design facilitators draw on their own implicit 
knowledge of design thinking and making to encourage interactive learning.  
This was a cardboard box designed to store the case study cards of the latest 
innovations in sustainable materials and design ideas. During the first workshop, 
the case study cards were an important tool used to ‘frame the question’. The idea 
was for staff to add their own research cards to the physical box through time. As 
designers themselves, the TED team believed the participants would respond to 
the aesthetic and tacit quality of the box, which may enhance engagement with 
the learning process. The toolbox was designed by a graphic designer to be easily 
constructed/folded using a digital pattern, creating an interactive learning method. In 
practice, the staff were too time-poor to make use of this physical tool, indicating that 
online digital resources would be more useful. 
Barriers to Opportunities Poster
This method shows how the design facilitators adapted techniques from other 
disciplines and used visual graphics to prompt discussion. 
A poster was developed to explore the barriers and opportunities to engaging with 
the sustainability agenda as a company. The poster was adapted from a technique 
introduced at the consultancy training, called ‘Question Fanning’.  During the 
workshop, the group were asked to identify the barriers they encountered within 
the company and to use creative thinking to propose innovative solutions or 
opportunities to these barriers. The poster was a large A2 size, and was divided in 
half. The left section included graphic ‘speech bubbles’ to capture the barriers; the 
right section included graphic ‘light bulbs’ to capture the creative opportunities. The 
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method resulted in a rich discussion for the designers in the team who were able to 
communicate their frustrations and views on company strategy and practice.
The ‘Now’ Wall 
This method was created spontaneously during a workshop and demonstrates the 
flexibility that design facilitators have with their methods. 
The case study cards had been developed to demonstrate the range of sustainable 
design possibilities that were available for designers. In Workshop 1, the participants 
had been asked to rank the case studies using the categories of Now; Near and Far. 
This was to identify how ‘ready to market’ the ideas were. During this process, Earley 
sensed that the participants were primarily interested in the Now category, as they 
are operating in a fast-moving commercial environment. She spontaneously stuck the 
cards onto the wall to highlight their importance (Fig. 23). This evolved into the ‘Now 
Wall’ that was installed in the offices of the design team after the workshops had 
finished, as a research and inspiration tool (Fig. 24).
Figs. 23 and 24: The Now Wall became a method during the workshop (left) and finally
installed by participants in their office (right)
Use of garments
This method demonstrates how (textile) design facilitators draw on their own implicit 
knowledge of textile design and making to encourage interactive learning.  
One of the key methods was the use of garments as prototypes to act as the 
‘problem’ that requires changing. The use of a garment provided participants with a 
learning experience that could be directly related to their own professional concerns. 
The workshop included a clothes rack with the garment prototypes, easily accessible 
for the participants to pick up and handle. During smaller group break-out sessions, 
the garment would be placed in the centre of the table for everyone to access. 
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Figs. 25 and 26: Participants handling and using garments during re-design process
The worksheets that participants used to record their findings also contained a 
central box, in which they were required to draw the garment being examined and 
re-designed.  They would constantly touch, feel and hold the garments identifying the 
many design aspects of the garment (Fig. 25 and 26). Several participants also tried 
the garments on, acting as the ‘model’ or user for their fellow group members.   
6.4.2.2 New skills and capabilities for fashion textile design
The above discussion demonstrates the unique methods and approach that fashion 
textile designers bring to the Design Facilitator role in a consultancy context. Yet, 
the Design Facilitator role was a new professional experience for the researcher and 
TED team. What were the new skills and methods needed for activating sustainable 
change in large-scale fashion industry contexts?  
A co-authored conference proceedings (Earley, et al 2015) and journal article (Earley 
et al 2016) (Appendix VII) discussed the new skills for fashion textile designers acting 
in the Design Facilitation role, based on the consultancy and training programme the 
team underwent between 2011-2012. The authors use Brown’s ‘T Shaped’ framework 
(2008) for inter-disciplinary design skills, to describe the development from fashion 
textile design to the consultant facilitator role. 
 ...in order to engage with the systems-wide sustainability agenda within the
  textile/fashion system across industry… the textile design researchers needed
  to develop skills that would sit somewhere on another horizontal stroke of the
  ‘T’ – empathy, skills for collaboration, curiosity and management and strategy
  skills. (Earley et al 2016)
The authors conclude with a revised ‘T shape’ for fashion textile design in 
consultancy facilitation contexts. They also argue for the ability to understand oneself 
in order to support change in others. This notion of the need for self-awareness was 
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based on the emerging insights from the PhD research on the ‘inner’ dimensions of 
sustainability, which is described below.
6.4.3 Next Steps
The facilitation process described above occurred over several months in 2013 and 
during this time the researcher was undertaking a further review of the sustainability 
literature. The literature was describing the missing element in the sustainability 
paradigm as the human or psychological aspects. The focus of the first workshop had 
been the technical/material strategies within the TEN frame-work and there was no 
discussion of the human aspects of sustainability. Following the facilitation of the first 
workshop at H&M, the researcher reflected on this in the Reflective Questionnaire:
I would like to have seen a conversation about sustainability and what 
it means to people – the ‘fourth’ element of sustainability – not social, 
environmental or economic, but personal. Maybe this could be a warm-
up exercise. It helps people to think about what they value, at a personal 
level and organisational level. (Vuletich 2014c)
      
The workshops with industry partner H & M and the literature review done at this 
stage was solidifying a picture of the designer as a human being with values, ethics 
and psychological responses that inform their behaviour. The insight on the personal 
aspects of sustainability became the central focus in the next industry workshop.
6.5 Workshop 2 – SFA (2013)
This workshop also demonstrates the practice of the Design Facilitator, however 
here the overall research was beginning to shift towards the ‘inner’ aspects of 
sustainability, including values and mindfulness. The TEN framework was addressing 
a range of sustainable design strategies but the framework did not address the 
‘inner’ aspects of sustainability.  A workshop tool called Green Question Cards, 
was designed to explore inner dimensions in the TEN methodology. The workshop 
was in collaboration with industry partner Sustainable Design Academy, Stockholm 
(SFA). Whereas the previous partner had chosen to address the technical/material 
strategies in The TEN, for this workshop the focus was on all strategies including 
activism (TT10) and ethical production (TT7). 
Participants included designers and staff (production, marketing, CSR) from eleven 
SME-size Swedish fashion companies. The workshop used The TEN methods in 
combination with the Higg index. The aims were to understand environmental and 
social impacts of garment design using both re-design and measurement tools. 
Representing the SFA was Schragger and Folder. The lead facilitator was Earley and 
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the Researcher was a co-facilitator. 
The participants were given the Green Question Cards as a warm-up exercise, using 
drawing to elicit individual values in relation to sustainable design (Fig. 27).  A range 
of questions was developed as a prompt and these were printed onto cards the same 
size as The TEN red cards, and coloured green to represent ‘nature’. Participants 
were asked to draw and write their own responses individually on paper. The group 
then discussed the drawings and outcomes, and the findings were collated onto a 
group mind map created by the facilitators.
6.5.1 Focused Contextual review
6.5.1.1 The fourth element of sustainable design
As discussed in the Initial Contextual Review, the missing fourth element of 
sustainability is the human or psychological. Another way of understanding the 
human element of sustainability is the ‘inner’ and ‘outer’ framework. Maiteny (2000, 
p. 341) explains there are both ‘inner and ‘outer’ dimensions to sustainability at the 
level of the individual. The ‘inner’ dimensions of sustainability refer to psychological 
impulses ‘in the mind’ that are not visible and only experienced by that person. 
These impulses and inner -experiences are culturally mediated, in that the person 
expresses themselves through cultural constructs such as beliefs, norms, and 
values. For example, one such belief is that the capitalist, industrial paradigm (that 
creates environmental and social damage) is ‘second nature’ and that there are no 
alternatives. Maiteny argues that people cannot function without these frameworks of 
meaning, that are both culturally and ecologically dependent. The search for internal 
sustainability is therefore a search for a meaningful and fulfilled experience of life, 
and the frameworks that support this meaning. Humans have these internal and 
external aspects that are inter-dependent, and both aspects need to be addressed in 
order to move towards creating sustainability. A similar framework for understanding 
inner and outer human dimensions is Wilber’s Four Quadrant framework. This 
framework was used by Tham (2008) to investigate fashion designers’ engagement 
with sustainability in a large organisation.
6.5.1 2 The TeN frame-work and the missing fourth element
The TEN framework and strategies demonstrate the potential field of influence and 
practice that fashion textile designers could operate within, moving from the single 
issue of material choice through to the more complex ideas of designing systems, 
services and activism. In using the framework and strategies, a designer is often 
required to change their current behaviour and practice. Yet, if the literature suggests 
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that changing behaviour and creating sustainability requires an engagement with the 
human, how do the TEN red cards and workshop method address this? 
The TEN cards and workshop method is also based on an overarching ethical 
framework developed by the TED team. There is an assumption to the methodology 
that each participant will be aligned to these underlying values and ethics. However, 
each participant may have a unique set of values and ethics that will drive their 
sustainability behaviour and practice. In order to fully engage participants with the 
sustainable design agenda, the TEN methodology needs to accommodate the 
individual, human aspects. A workshop tool was needed that acted as a compliment 
to the TED red cards and that could support a deeper, dialogue on individual views.
6.5.1.3 Creative workshop methods for exploring the fourth element 
The previous workshop at H&M was focused on the most immediate strategies that 
could be integrated in a fast-moving, commercial context.  The methods used were 
solution-focused including Barriers/Opportunities mapping. The second workshop 
at SFA was an opportunity to prototype a method that extends The TEN card 
methodology to encourage ‘inner, reflective aspects.
As part of the TEN methodology, the participants would be led through an intensive 
design thinking process that required an ability to step outside rational thought 
and imagine ‘possible futures’ (Walker 2013b) for their professional practice. In a 
workshop context, a ‘warm-up’ exercise is a useful device for concentrating attention 
and removing mental barriers to creative thinking. The ‘warm up’ exercise was 
designed therefore to prepare participants for this process and to consider their own 
‘inner’ dimensions. 
The use of drawing was chosen as a technique for exploring ‘inner’ dimensions 
as drawing utilises a part of the brain that supports free-thinking and creativity, 
sometimes referred to as a flow activity.  (Csikzentmihaly 1991). Csikzentmihaly 
describes flow activities as those that create a deep sense of enjoyment and 
pleasure and are optimal experiences. They are characterised by a high level of 
concentration; they take us out of our everyday lives; reduce self-consciousness; 
and create a sense that time has altered. The act of drawing has the ability to 
create these conditions and could be useful for exploring the ‘inner’ dimensions of 
sustainability.
Prior to this stage, the method of drawing had only been used to visualise the 
garment being re-designed - a tangible object in front of participants. The technique 
